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CHAPTER ONE 


2b. 


Athens 3908. Cycladic marble figure of harpist. 
Courtesy, National Archaeological Museum, Athens. 
Heraklion. Hagia Triadha sarcophagus. Detail: musi- 
cian in procession. Reprinted from von Matt and 
Alexiou, Ancient Crete, by permission of Leonard 
von Matt, 

Khania XM 2308. Minoan pyxis. Detail: musician 
with lyre. Courtesy, Office of the Ephor of Prehisto- 
ric and Classic Antiquities, Khania, Crete. 

Hagios Nikolaos. Amphora from Sitia. Detail: in- 
struments. Courtesy, Office of the Ephor of Prehisto- 
ric and Classical Antiquities, Hagios Nikolaos, Crete. 
Location unknown. Seai stone from Knossos. Re- 
printed from Evans, The Palace of Minos, fig. 117, 
by permission of Mark Paterson on behalf of the Sir 
Arthur Evans Trust. 

Nauplia. Krater fragment from Nauplion. Musician 
holding lyre. Reprinted from JHS Archaeological Re- 
Ports (1978-80), 30, fig. 53, by permission of the So- 
ciety for the Promotion of Hellenic Studies. 

Nauplia 14.376. Vase sherd from Tiryns. Musician 
and instrument. Reprinted from E. Slenczka, Tiryns 
VII (1974), pl. 9.1d, by permission of the Deutsches 
Archáologisches Institut. 

Athens 9063. Kylix fragment from Stafilos of Skope- 
los, Detail: instrument. Courtesy, National Archaeo- 
logica! Museum, Athens. 

Sparta. Bronze from the Amyklaion. Instrument. Re- 
printed by permission from L'Antiquité classique 4 
(1935), pl. 7 no. 28. А 
Nicosia, Kouklia T. 9 по, 7. Cypriote geometric 
bowl, Detail: musician with instrument. Reprinted 
from Karageorghis, Mycenaean Art from Cyprus, 


5a. 


5b. 


7a. 


п. 


pl. ХУІ, 1, by permission of the Dept. of Antiqui- 
ties, Cyprus. 

Nicosia. Kaloriziki amphora. Detail: musician. Re- 
printed from BSA 37 (1936-37), 71, fig. 7, by per- 
mission of the Managing Committee of the British 
School at Athens. 

Nicosia. Hubbard amphora. Detail: Musician with 
lyre, dancers. Reprinted from BSA 37 (1936-37), 
pl. 8b, by permission of the Managing Committee v 
the British Schoo! at Athens. 

Heraklion 2064. Bronze figurine of seated musician 
Reprinted from C. Davaras, Guide to Cretan Anti- 
quities (1976), fig. 116, by permission of the Noyes 
Press, Park Ridge, N.J. 

Tübingen 2657. Attic geometric amphora. Detail: 
dancers with musician. Courtesy, Archáologisches v 
stitut der Universitat Tübingen. 

Karatepe. Relief in Assyrian-Aramaic style. Lowe 
register: procession of musicíans. Reprinted from E. 
Akurgal, Orient und Okzident, p. 131. бр. 32, by 
permission of the Holle Bildarchiv, Baden-Baden. 
Athens 18542. Attic geometric oinochoe. Detail: 
seated musicians. Reprinted from Festschrift für 
Friedrich Zucker (1954), pl. ХШ, by permission of 
Akademie- Verlag, Berlin. 

Tegea. Bronze from the sanctuary of Athena Alea. 
Instrument. Courtesy, Ecole Francaise d'Archéolo- 
gie, Athens. 

Berlin Antikenmuseum 31573. Proto-Attic hydria. 
Procession with musicians. Courtesy, Antikenmu- 
seum, Staatliche Musecn Preussischer Kulturbesitz 
Berlin. 

Dresden 1699. Geometric kantharos. Musician with 
three female dancers. Courtesy, Staatliche Kunst- 
sammlungen Dresden. 
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234. Fragment of a large pot from Sparta. 
sep 9 bolding hands; lyre in field. Courtesy, 
National Archaeological Museum, Athen. — — 
13. Athens, sherd from the Argive Heraion. Musician in 

jon of men clapping hands. Courtesy, National 
Archaeological Museum, Athens. 
14. Karatepe. Relief in Hittite-Aramaic style. Lower reg- 
ister: group of musicians. Reprinted from E. Akur- 
gal, Orient und Okzident, p. 137, fig. 34d, by 
permission of the Holle Bildarchiv, Baden-Baden. 
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ChaPreR Two 


1. Bayrakli. Dinos sherd from Old Smyrna. Instrument. 
Reprinted from Akurgal, Die Kunst Anatoliens 
(1961). p. 15, fig. 3, by permission of Walter de 
Gruyter and Co., Berlin. 

2. Athens 911. Amphora from Melos. Detail: Apollo 
and muses in chariot drawn by winged horses. Cour- 
tesy, National Archaeological Museum, Athens. 

3a. Athens, Agora AP 1085. Pinax fragment. Bearded 

man offering or receiving instrument. Courtesy, 

American School of Classical Studies at Athens: 

Agora Excavations. 

Syracuse 12577. Corinthian vase. Detail: padded 

dancers. Drawing reprinted from Payne, Necrocorin- 

thia (1931), p. 119, fig. 44a, by permission of the 

Oxford University Press. 

4. Athens 12210. Terra-cotta figure from Lapithos, Cy- 
prus. Musician. Courtesy, National Archaeological 
Museum, Athens. 

‘Sa. Location unknown. Funeral chest from Capua. De- 
tail: row of musicians. Drawing reprinted from Behn, 
Musikleben im Altertum (1954), fig. 109, by permis- 
sion of Anton Hiersemann Verlag. Stuttgart. 

5b. Athens, Nat. Mus. Acropolis 2523. Plaque fragment. 
Musician at altar. Reprinted from Graef and Lang- 
Jowz, Die Antiken Vasen von der Akropolis zu Athen, 
pl. 104, by permission of the National Archaeological 
Muscum, Athens. 

6. Rhodes 12.200. Attic b.f. psykter. Komasts dancing. 
Courtesy, Office of thc Ephor of Prehistoric and 

... Classical Antiquities, Rhodes. 

7. Delos B 4260. Fragment from the mouth of an am- 
phora. Apollo and Artemis. Courtesy, Ecole Fran- 
çaise d'Archéologie, Athens. 

8. Zakynthos, priv. coll. Bronze armor, back plate. De- 
tail: Apollo, gods, and goddesses. Engraving re- 
printed from Ernst Curtius, Friedrich Adler, and С. 
Treu, Ergebnisse der Ausgrabungen Olympia (Berlin, 
1891-97), pl. LXIX. 

9a. London 1971.11-11. Dinos by Sophilos. Detail: 
Apollo and Hermes in quadriga, muses. Courtesy, 
Trustees of the British Museum, London. 

9b. Athens 19272. Large jar, possibly from Lemnos. De- 
tail: musician before scated woman. Courtesy, Na- 
tional Archaeological Museum, Athens. 
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LIST OF ILLUSTRATIONS 


Delphi. Metope from the Treasury of the Sikyonians, 
Detail: Orpheus and Arion. Courtesy, Ecole Fran- 
çaise d'Archéologie, Athens. 

Athens, Nat. Mus. Acr. 2203. B.f. fragment. Musi- 
cian and women before a high couch. Reprinted 
from Graef and Langlotz, Die Antiken Vasen von der 
Akropolis zu Athen, pl. 93, by permission of the Na- 
tional Archaeological Museum, Athens. 

Boston 00.330. Amphora, Group “E.” Birth of 
Athena. Courtesy, Museum of Fine Arts, Boston. 

H. L. Pierce Fund. 

Munich 2243. Attic b.f. kylix. Detail: Theseus slay- 
ing Minotaur. Courtesy, Staatliche Antikensammlun- 
gen und Glyptothek, Munich. Photo: Christa 
Koppermann. 

Athens 313. Hydria from Analatos. Detail: musician 
in procession of men and women with branches. 
Courtesy, National Archaeological Museum, Athens, 
Sparta, temple of Artemis Orthia. Votive figure in 
lead. Instrument. Reprinted from Dawkins, The 
Sanctuary of Artemis Orthia, pl. 180, no. 19, by per- 
mission of the Society for the Promotion of Hellenic 
Studies. 


. Sparta, temple of Artemis Orthia. Votive figure in 


lead. Musician. Reprinted from Dawkins, The Sanc- 
tuary of Artemis Orthia, pl. 183, no. 19, by permis- 
sion of the Society for the Promotion of Hellenic 
Studies. 


. Sparta, temple of Artemis Orthia. Bone and ivory 


plektra. Reprinted from Dawkins, The Sanctuary of 
Artemis Orthia, pl. 167 A, by permission of the Soci- 
ety for the Promotion of Hellenic Studies. 

Paris E 629. Corinthian krater. Detail: banqueters. 
Courtesy, Musée du Louvre. Photograph: Maurice 
Chuzeville. 

Athens, Kerameikos 2869. Attic b.f. skyphos. Detail: 
two komasts. Courtesy, Kerameikos Museum, Ath- 
ens, and the Deutsches Archáologisches Institut. 
Photograph by the authors. 

Florence 4209. Attic b.f. volute krater (the Francois 
vase). Detail: Theseus' victory dance. Courtesy, So- 
printendenza Archeologica della Toscana—Firenze. 
Heidelberg 68/1. Attic b.f. lekythos. Detail: musician 
between sirens. Courtesy, Archaologisches Institut 
der Universitat Heidelberg. 

New York 06.1021.26. Corinthian b.f. plate. Poet on 
his death-bed. Courtesy, The Metropolitan Museum 
of Art. Rogers Fund, 1905. All rights reserved. 

Paris E 643. Corinthian hydria. Detail: mourning 
Nereids. Courtesy, Musée du Louvre. Photograph: 
Maurice Chuzeville. 

New York 56.11.1, Attic b.f. lekythos by the Amasis 
Painter. On neck, dancers and musician. Courtesy, 
The Metropolitan Museum of Art. Funds provided 
by Walter C. Baker, 1956. 

Paris Е 861. B.f. amphora. Procession of musicians. 


Courtesy, Musée du Louvre. Photograph: Maurice 
Chuzeville. 


LIST OF ILLUSTRATIONS 


16. New York 98.8.11. Attic b.f. amphora. Judgment of 
Paris. Courtesy, The Metropolitan Museum of Art. 
Gift of F. W. Rhinelander, 1898. 

17. Athens 16464. Corinthian plaque. Musicians in sacri- 
ficial procession. Courtesy, National Archaeological 
Museum, Athens. 

18. Oxford 1892.1490. Cornelian scarab. Youth tunes or 
plays instrument. Courtesy, Ashmolean Museum, 
Oxford. 


CHAPTER THREE 


1. Boston 97.370. Attic r.f. oinochoe. Detail: Apollo 
and Artemis at altar. Courtesy, Museum of Fine 
Arts, Boston. Perkins Collection. 

2. Toronto 919.5.133. Attic b.f. hydria. Detail: Apollo 
as kitharist walking beside wedding quadriga. Cour- 
tesy, The Royal Ontario Museum, Toronto, Canada. 

3. London B 206. Attic b.f. amphora. Detail, A: Dio- 
nysos and Ariadne, satyrs, maenads; B: Dionysos in 
quadriga, satyrs, maenads. Courtesy, Trustees of the 
British Museum, London. 

4. Munich 1575. Attic b.f. amphora. Detail: Heracles 
mounting podium. Courtesy, Staatliche Antiken- 
sammlungen und Glyptothek, Munich. Photograph: 
Christa Koppermann. 

5. Kassel T 675. Attic b.f. pelike. Detail: kithara con- 
test. Courtesy, Antikenabteilung, Staatliche Kunst- 
sammlungen Kassel. 

6. Athens Acropolis, Parthenon frieze, plaque 875. 
Kitharists. Courtesy, Acropolis Museum, Athens. 

7. Plovdiv 298. Attic r.f. hydria. Detail: theoxenia for 
the Dioscuri. Reprinted from van Ноот, Choes and 
Anthesteria, pl. 241, by permission of E. J. Brill, 
Leiden. 

8. Boston 26.61. Attic r.f. amphora attributed to the 
Brygos Painter. Details: side A: kitharode; side B: 
listener. Courtesy, Museum of Fine Arts, Boston. 
John Michael Rodocanachi Fund. 

9. Мем York 20.245. Attic r.f. amphora attributed to 


the Pan Painter. Detail: kitharist. Courtesy, The Met- 


ropolitan Museum of Art, Rogers Fund, 1920. All 
rights reserved. 


10. Leningrad 17295. Attic Panathenaic amphora. Detail: 


contestant on podium, two judges. Reprinted by per- 
mission from L'Antiquité classique 5 (1936), pl. 31, 
no. 1. 

11. London 1926.6-28.7. Attic b.f. amphora. Detail: 
contestant mounting podium, three wreathed judges. 
Courtesy, Trustees of the British Museum, London. 

12. London B 300. Attic b.f. hydria. Detail: Dionysos, 
satyrs, and maenads. Courtesy, Trustees of the Brit- 
ish Museum, London. : 

13. New York 56.171.38. Attic r.f. amphora attributed to 
the Berlin Painter. Detail: kitharode. Courtesy, The 
Metropolitan Museum of Art, Fletcher Fund, 1956. 
All rights reserved. 


14. 


15. 


16. 


17. 


18. 


19. 


Athens Nat. Mus. Аст. 609. Attic r.f. fragment. Kith- 
arist. Courtesy, National Archaeological Museum, 
Athens. 

Cleveland 76.89. Attic r.f. eye kylix. Kitharist, listen- 
ers. Courtesy, The Cleveland Museum of Art. Pur- 
chase from the J. H. Wade Fund. 

Berne 12409. Attic r.f. hydria. Detail: Apollo and 
Artemis, libation scene. Courtesy, Bernisches Histo- 
risches Museum. 

Cambridge Fitz. GR 18.1927. Green steatite scarab 
with kithara. Courtesy, Fitzwilliam Museum, Cam- 
bridge. 

Munich 2304. Attic r.f. amphora. Deta? 

Hermes, Dionysos, and women. Courisssh 8 I— 
Antikensammlungen und Glyptothek, M 
tograph: Christa Koppermann. 

Boston 95.45. Attic r.f. lekythos. Detail: 

phiale and kithara. Courtesy, Museum of 

Boston. Perkins Collection. 
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1. 


10. 


Heidelberg L 64. Attic b.f. lekythos. Detail: LN 
riga scene. Courtesy, Archaologisches Institut 
Universitat Heidelberg. 

Oxford 535 (G. 292). Attic r.f. lekythos. Ое! 


Apollo and Artemis. Courtesy, Ashmolean 

Oxford. = 
London B 353. Attic b.f. oinochoe. Detail: 

between satyrs. Courtesy, Trustees of the EN 

seum, London. — 
New York 24.97.30. Attic r.f. bell krater. Detai 

pheus and Thracians. Courtesy, The Metropolita 

Museum of Art, Fletcher Fund, 1924. All rights, 

served. 

London E 271. Attic r.f. amphora. Detail: 

Muses. Courtesy, Trustees of the British —— — 
London. 

Boston 98.887. Attic w.g. pyxis. Detail: 

Courtesy, Museum of Fine Arts, Bostgow, 

Pierce Fund. 

Hillsborough, Hearst 21. Attic r.f. kal 

thonos pursued by Eos. Photograph c 


А. E. Raubitschek, Palo Alto. 
London B 167. Attic b.f. amphora. D: 


Heracles, and Iolaos. Courtesy, Truste 
ish Museum, London. 
Berlin Antikenmuseum 2536. Attic r.f. M1! Я 


Judgment of Paris. Courtesy, Antikenmuseum, Staat- 
liche Museen Preussischer Kulturbesitz, Charlotten- 
burg. 

Oxford 311 (1889.1015). Attic r.f. lekythos. Detail: 
Eros with lyre. Courtesy, Ashmolean Museum, Ox- 
ford. 

Syracuse 36330. Attic r.f. hydria. Detail: women and 
Eros. Reprinted from Corpus vasorum antiquorum, 
Italy, vol. 17, by permission of the Istituto Poligrafico 


е Zecca dello Stato, Rome. 


14. 


16. 


y. 


18. 


19. 


21. 


London E 159. Attic r.f. hydria. Detail: guests at 
symposium. Courtesy, Trustees of the British Mu- 
seum, London. 

Frankfurt, MV.E. beta 304. Attic b.f. lekythos. De- 
tail: reclining figure, attendants. Courtesy, Museum 
für Vor- und Frühgeschichte, Frankfurt am Main. 
Photograph: Ursula Seitz-Gray. 

Cambridge, Harvard 1959.188. Attic r.f. pelike by 
the Pig Painter. Procession, man and boys. Courtesy, 
Harvard University Art Museums (The Arthur M. 
Sackler Museum). Gift of Frederick M. Watkins. 
Paris, Musée Rodin 993. Attic r.f. column krater by 
the Pig Painter. Detail: komasts. Courtesy, Musée 
Rodin, Paris. Photograph: Bruno Jarret. 

Florence 4014. Attic r.f. hydria. Detail: women danc- 
ing the pyrrhic, musicians. onlookers. Courtesy. So- 
printendenza Archeologica della Toscana. 

Schwerin KG 708. Attic r.f. skyphos by the Pisto- 
xenos Painter. Detail: Linos and Iphikles. Courtesy, 
Kunstsammlungen, Staatliches Museum Schwerin. 
Athens 1413. Attic r.f. pelike. Detail: Man offering 
rabbit to youth. Courtesy, National Archaeological 
Museum, Athens. 

New York 26.60.79. Attic r.f. kylix. Interior detail: 
Nike and youth. Courtesy, The Metropolitan Mu- 
seum of Art, Fletcher Fund, 1926. All rights re- 
served. 

Oxford 1916.13. Attic r.f. kylix. Detail: youth be- 
tween women. Courtesy, Ashmolean Museum, Ox- 
ford. 

Vienna IV 143 (old 622). Attic w.g. lekythos. Detail: 
grave scene. Courtesy, Antikensammlung, Kunsthis- 
torisches Museum, Vienna. Photograph: Lichtbild- 
werkstütte “Alpenland.” 

Athens 1260. Attic r.f. hydria. Detail: seated woman 
(Sappho) reading scroll, standing women. Courtesy, 
National Archaeological Museum, Athens. 

Brussels A 1020. Attic w.g. lekythos. Detail: women 
with instruments. Courtesy, Musées Royaux d'Art et 
d'Histoirc, Brussels. 

Toledo 64.126. Attic r.f. kylix by the Foundry 
Painter. Interior: komasts. Courtesy, The Toledo 
Museum of Art. Gift of Edward Drummond 
Libbey. 

Gotha 51. Attic r.f. hydria. Detail: Diomedes, youth, 
a Nike, Apollo. Reprinted from Corpus vasorum an- 
tiquorum. Germany, vol. 29, pl. 1389, 1, by permis- 


sion of the Schlossmuseum, Muscen der Stadt Gotha. 


Florence 128 (7.B29). Attic r.f. fragment. Detail: 
two young men with lyres. Courtesy. Soprintendenza 
archeologica della Toscana. 

Atbens Agora P 43. Attic w.g. kylix. Interior: boy 
with lyre. Courtesy, American School of Classical 
Studies at Athens: Agora Excavations. 

Munich 2421. Attic r.f. hydria. Detail: teacher and 
students. Courtesy, Staatliche Antikensammlungen 
und Glyptothek. Munich. Photograph: Christa Kop- 
permann. 


LIST OF ILLUSTRATIONS 


29. Boston 13.202. Attic r.f. lekythos. Detail: Orpheus 
attacked by Thracian woman. Courtesy, Museum of 
Fine Arts, Boston. Francis Bartlett Fund. . 

30. New York 07.286.78. Attic r.f. amphora. Detail: 
Apollo and Artemis at altar. Courtesy, The Metro- 
politan Museum of Art, Rogers Fund, 1907. All 
rights reserved. 


CHAPTER FIVE 


1. Frankfurt, Mus. für Khw. WM 03. Attic b.f. am- 
phora. Detail: Dionysos and Ariadne with satyrs. 
Courtesy, Museum für Kunsthandwerk and Museum 
für Vor- und Frühgeschichte, Frankfurt am Main. 
Photograph: Ursula Seitz-Gray. 

2. Cambridge, Harvard 1960.236. Attic r.f. calyx krater 
by the Kleophrades Painter. Detail: Dionysos and sa- 
tyrs. Courtesy, Harvard University Art Museums 
(The Arthur M. Sackler Museum). Gift of 
Frederick M. Watkins. 

3. Toronto 356 (919.5.21). Attic r.f. kylix. Detail: ko- 
masts. Courtesy, The Royal Ontario Museum, To- 
ronto, Canada. 

4. Toledo 64.126. Attic r.f. kylix by the Foundry 
Painter. Exterior detail: komasts. Courtesy. The To- 
ledo Museum of Art. Gift of Edward Drummond 
Libbey. 

5. New York 41.162.2. Attic b.f. amphora. Komasts. 
Courtesy, The Metropolitan Museum of Art. Rogers 
Fund, 1941. АП rights reserved. 

6. Brussels R 255. Attic r.f. oinochoe. Man with barbi- 
tos slung over his shoulder. Courtesy, Musées Royaux 
d'Art et d'Histoire, Brussels. 

7. Мем York 37.11.19. Attic r.f. chous. Detail: reveler 
returning from festival of Anthesteria. Courtesy: The 
Metropolitan Museum of Art, Fletcher Fund, 1937. 
All rights reserved. 

8. Cleveland 24.197. Attic r.f. column krater. Komast 
and youth. Courtesy, The Cleveland Museum of Art. 
Gift of Mrs. Leonard C. Hanna. 

9. Milan, Coll. “H.A.” C 354. Attic r.f. column krater. 
Detail: symposium. Courtesy, Private Collection, 
Milano, Italy. 

10. Gela 67. Attic r.f. lekythos by the Brygos Painter. 
Detail: Eros with barbitos and winged boots. Re- 
printed from Corpus vasorum antiquorum, [taly, 
vol. 54, pl. 2403, 3. by permission of "L'Erma" di 
Bretschneider, Rome. 

11. London 1921.7-10.2. Attic r.f. hydria. Detail: women 


with lyres, crane. Courtesy, Trustees of the British 
Museum, London. 


12. London E 44. Attic r.f. kylix. Interior detail: woman 
and man, barbitos. Courtesy, Trustees of the British 
Museum, London. 

13. Cleveland 26.549. Attic r.f. krater. Detail: men in fe- 
male dress dancing and playing barbitos and krotala. 
Courtesy, The Cleveland Museum of Art. A. W. El- 
lenberger. Sr. Endowment Fund. 
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14. Copenhagen 13365. Attic r.f. vase fragments. Detail: 
men in female dress; barbitos with "Anakreon" in- 
scription. Courtesy, Dept. of Near Eastern and Clas- 
sical Antiquities, National Museum, Copenhagen. 
Photograph: Lennart Larsen. 

15. Munich 2416. Attic r.f. kalathoid. Sappho and Al- 
caeus. Courtesy, Staatliche Antikensammlungen und 
Glyptothek, Munich. 

16. Paris, Petit Palais 308. Attic r.f. hydria. Detail: 
Muse. Courtesy, Ville de Paris, Musée du Petit Pa- 
lais, Paris. Photograph: J. E. Bulloz. 

17. Boston 63.1246. Attic r.f. calyx krater by the Doki- 
masia Painter. Death of Aegisthus. Courtesy, Mu- 
seum of Fine Arts, Boston. William Francis Warren 
Fund. 

18. Athens 17918. Attic r.f. hydria by the Peleus Painter. 
Detail: women with barbitos, chest, and lyra. Cour- 
tesy, National Archaeological Museum, Athens. 

19. New York 07.286.85. Attic r.f. bell krater. Detail: 
Dionysos, maenads, satyr. Courtesy, The Metropoli- 
tan Museum of Art, Rogers Fund, 1907. All rights 
reserved. 

20. Munich 2404. Attic r.f. stamnos. Detail: barbitos. 
Courtesy, Staatliche Antikensammlungen und Glyp- 
tothek, Munich. Photograph: Christa Koppermann. 

21. Basel 421. Attic w.g. pinax. Reveler and musician. 
Courtesy, Antikenmuseum Basel und Sammlung 
Ludwig. Photograph: Claire Niggli. 

22. Brussels A 3091. Attic r.f. stamnos. Detail: young 
man with barbitos. Courtesy, Musées Royaux d'Art 
et d'Histoire, Brussels. 
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l. Oxford 225 (1879.159). Attic b.f. oinochoe. Mae- 
nads. Courtesy, Ashmolean Museum, Oxford. 

2. Munich 1416. Attic b.f. amphora. Detail: Komasts. 
Courtesy, Staatliche Antikensammlungen und Glyp- 
tothek, Munich. Photograph: Gerd Singer. 

3. Boston 98.887. Attic w.g. pyxis. Muses. Courtesy, 
Museum of Fine Arts, Boston. H. L. Pierce 
Fund. 


4. London Е 185. Attic r.f. hydria. Detail: girls dancing 
while man and woman look on. Courtesy, Trustees of 


the British Museum, London. . 
5. Oxford 1920.104 (266). Attic w.g. lekythos. Detail: 
women with instruments. Courtesy, Ashmolean Mu- 
seum, Oxford. 
6. — Athens 1241. Attic r.f. pyxis. Detail: Muses on Mt. 


Helicon. Courtesy, National Archaeological Museum, 


Athens. . 
7. Munich ex Schoen 80. Attic w.g. lekythos. Detail: 
Muse on Mt. Helicon. Courtesy, Staatliche Antiken- 
sammlungen und Glyptothek, Munich. Photograph: 
Christa Koppermann. 
8a. Cambridge, Harvard 1925.30.42. Att 
Dionysos, maenads, and satyr. Courtesy, 


jc r.f. stamnos. 
Harvard 


llb. 


13. 


14. 


n. 
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University Art Museums (The Arthur M. Sackler 
Museum). Bequest of Joseph C. Hoppin. 

Naples 81398 (Н 3232). Attic r.f. hydria. Details: fe- 
male dancers and musicians. Reprinted from Enciclo- 
pedia Classica III. vol. XI, bk. 5, Storia della 
Ceramica, pl. 119 a, b, by permission of the Societá 
Editrice Internazionale di Torino. 

Athens 15190. Attic w.g. kylix fragment. Detail: Or- 
pheus attacked by Thracian woman. Courtesy, Na- 
tional Archaeological Museum, Athens. 

New York 37.11.23. Attic r.f. pelike. Mousaios and 
Muses. Courtesy, The Metropolitan Museum of Art, 
Samuel D. Lee Fund, 1937. All rights reserved. 


. Ruvo, Jatta Coll. 1538. Attic r.f. aryballos. Thamyras 


and Muses. Reprinted from Enciclopedia dell'Arte 
Атса Classica e Orientale VII, 589, fig. 703, by per- 
mission of the Istituto della Enciclopedia Italiana 
fondata da Giovanni Treccani. 

Ferrara T. 127, inv. 3033. Attic r.f. volute krater. De- 
tail: Muses with harp and Thracian kithara. Re- 
printed from Corpus vasorum antiquorum, Italy 37, 
pl. 1656, by permission of the Istituto Poligrafico e 
Zecca dello Stato; and from Aurigemma, Scavi di 
Spina, pl. 2, by permission of "L'Erma" di Bret- 
schneider. 

Athens 1469. Attic r.f. pelike. Detail: contestant, 
judge, and Nike. Courtesy, National Archaeological 
Museum, Athens. 

New York 25.78.66. Attic r.f. bell krater. Detail: sa- 
tyr chorus. Courtesy, The Metropolitan Museum of 
Art, Fletcher Fund, 1925. All rights reserved. 
Naples 81392. Lucanian r.f. pelike. Detail: Muse 
with harp. Courtesy, Soprintendenza Archeologica 
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Berlin, Staatl. Mus. 2391. Attic r.f. hydria. Detail: 
Muse. Courtesy, Antikensammlung. Staatliche Mu- 
seen zu Berlin. 

New York 37.11.23. Attic r.f. pelike. Detail: Muses. 
Courtesy, The Metropolitan Museum of Art, 
Samuel D. Lee Fund, 1937. All rights reserved. 
Würzburg H 4455 (L. 541). Attic r.f. pyxis. Detail: 
woman with harp. Courtesy, Martin von Wagner- 
Museum der Universitat Würzburg. Photograph: К. 
Óhrlein. 
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Athens 215. Marble relief. Detail: Apollo with kith- 
ara. Courtesy, National Archaeological Museum, 
Athens. 

Ruvo 1500. Apulian r.f. pelike. Detail: Apollo, Mar- 
syas, and Muscs. Reprinted from Trendall and Cam- 
bitoglou, The Red-Figured Vases of Apulia 1, pl. 142, 
5, by permission of the Oxford University Press, 
Oxford. n 
Bari 6270. Apulian r.f. volute krater. Details; statue 
of young man in naiskos, Apollo. Courtesy, Soprin- 
tendenza Archeologica della Puglia, Taranto. 
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Salerno, Museo Provinciale. Paestan r.f. bell krater 
by Asteas. Detail: Phrynis and Pyronides. Reprinted 
from Trendall and Webster, illustrations of Greek 
Drama, pl. 1V, 31, by permission of Phaidon Press 
Limited, Oxford. 

Munich 3297. Apulian r.f. volute krater. Detail: Or- 
pheus, Hades, Persephone. Courtesy, Staatliche Anti- 
kensammlungen und Glyptothek, Munich. 
Photograph: Christa Koppermann. 

Basel S 29. Apulian r.f. amphora. Detail, upper 
zone: Dionysos(?), Aphrodite(?), satyr and maenad. 
Courtesy, Antikenmuseum Basel und Sammlung 
Ludwig. Photograph: Claire Niggli. 

Oxford 1921.1236. Jasper scaraboid. Courtesy, Ash- 
molean Museum, Oxford. 

Athens 15104. Bronze from Antikythera. Courtesy, 
National Archaeological Museum, Athens. 

San Simeon 5609. Apulian r.f. pelike. Detail: youth 
seated on couch, women. Courtesy, Hearst San Si- 
meon State Historical Monument, California. 
Torino 4149. Apulian r.f. pelike. Detail: wedding 
scene. Courtesy, Soprintendenza Archeologica di 
Torino. 

Athens 217. Marble relief. Detail: Muse with lyre. 
Courtesy, National Archaeological Museum, Athens. 
Florence 81947. Attic r.f. hydria. Detail: Phaon and 
Demonassa. Courtesy, Soprintendenza Archeologica 
della Toscana. 

Athens 774. Marble sculpture of sepulchral siren 
with lyre. Courtesy, National Archaeological Mu- 
scum, Athens. 
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Introduction 


No ancient culture has left us more tantalizing 
glimpses of its music than that of the Greeks, whose 
art and literature speak to us again and again of the 
role of music, its power, and its importance to their 
society. 

The music itself is almost gone; and while we have 
a handful of fragments of musical notation, mostly of 
late date, and a number of treatises on music, mainly 
by Roman-period authors, such sources present diffi- 
culties for the study of stringed instruments from pre- 
Minoan times to the death of Alexander: there is all 
too often no satisfactory way to distinguish sufficiently 
between the musical systems and practices of the clas- 
sical and earlier periods, and those belonging only to 
later centuries. But epic and lyric poetry and drama 
on the one hand, and vase paintings, sculptures, and 
archaeological remains on the other, can tell us a great 
deal about the rich and abundant musical life of clas- 
sical and preclassical times, if we study them atten- 
tively and allow them to explain each other. 

In order to learn as much as possible about Greek 
music itself from sources of these kinds, it is practical 
to focus upon the musical instruments described and 
depicted, with attention to the musicians who played 
them and the occasions on which they were played. 
The stringed instruments, for which there has been no 
Comprehensive study, were the most important and 
frequently used instruments of the Greeks; they can 
tell us the most, through visual and literary detail, 
about the music of this ancient culture. 

The ancient Greeks, and their forerunners and 
neighbors in the lands surrounding the Aegean Sea, 
knew three types of stringed instruments: the lyre, the 


harp, and the lute.! These instruments are usually 
found in certain shapes and sizes that can be identified 
with a particular culture and period. But only the lyre, 
in various forms, appears to have found favor with 
Greek-speaking people before the middle of the fifth 
century B.C. (hereafter B.c. is understood unless other- 
wise noted); and it was still their predominant stringed 
instrument long after that time. For this reason, most 
of this book is about lyres: the phorminx, kithara, 
lyra, and barbitos. 

We cannot attribute the origin of any of these in- 
strument types to peoples living in the Aegean area, 
for the evidence indicates that lyres, harps, and lutes 
all existed in Mesopotamia and Egypt even earlier 
than in the area that was to become Greece, though 
questions about how they came to be known in Greek 
lands have thus far proved unanswerable. But the 
Greeks and their predecessors did create their own 
distinctive varieties of instruments within these cate- 
gories, and it is these specifically Greek forms of the 
instruments that wil! concern us here. 

Although instruments of the lute type do not begin 
to appear in our Greek sources until the fourth cen- 
tury B.C., harps are known to us in Cycladic evidence 
that predates the Greek or even the Minoan civiliza- 
tion. But harps then seem to disappear, and there are 
none among Minoan representations and barely a ru- 
mor of them among Greek sources until the late fifth 
century B.C. The lyres, first found in Minoan times, 
are present in evidence from some part of the Greek 
world from that time on. For many centuries the lyre 
was the most important musical instrument in the an- 
cient Greek world; it appeared in a variety of different 
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shapes as time went on and changed its functions to 
suit new customs and social structures. But just as 
there seems to have been a certain continuity of civi- 
lization in the Aegean area at least from late Minoan 
times all the way to the time of Alexander, so there 
seems to have been a continuity of practice, if not in 
music itself, at least in the building of instruments of 
the lyre type, a continuity that the authors hope to 
make clear in the present work. 

There are twin dangers inherent in the study of 
ancient Greek instruments, and, as with Odysseus’ 
sailing between Scylla and Charybdis, one must be 
careful not to fall victim to one while trying to avoid 
the other. On the one hand one must not rely too much 
on literary evidence, particularly on the statements of 
very late authors (a tendency found. for example, in 
the work of Huchzermeyer, who makes almost no ref- 
erence to the visual evidence).? But one must also not 
rely too heavily on the visual evidence or fall into the 
trap of interpreting it too literally, as authors who use 
both literary and visual evidence often do. In this book 
the authors have tried to steer a careful course that 
will lead to neither whirlpool nor rocks and have 
treated both kinds of evidence with care and cordial 
skepticism. 

Overly literal interpretations have been especially 
common among writers who discuss the question of 
how many strings the lyre had in the earlier periods. 
In discussing this matter, the authors of this study have 
been careful to consider medium, available tech- 
niques, the style of the period, the artist's intentions, 
and above all, the size of the object in question. Es- 
pecially in the earlier periods (Minoan, Mycenaean, 
and Iron Age), the size of a representation has a great 
deal to do with the number of strings shown on the 
instrument; large paintings such as frescoes show the 
most strings, while vase paintings, bronze figures, and 
seal stones have fewer (the seal stones the fewest)— 
and terra-cotta figures play instruments with no Strings 
at all. 

A related problem arises from the use of general- 
izations based on only a few visual representations, so 


that a rather unusual example may sometimes be taken 
as representative, 


There is a story, perhaps apocryphal. of a scientist 
who published an astounding and improbable gen- 
eralization about the behaviour of rats. An incred- 
ulous colleague came into his laboratory and 
politely asked to sec the records of the experiments 
on which the generalization was based. "Here they 
are,” said the scientist, dragging a notebook from 
a pile of papers on his desk. And pointing to a 
саре in the corner, he added, "there's the rat.” 
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The odor of something akin to a lone rat sometimes 
clings to works about the culture of antiquity, works 
in which the author has drawn conclusions on the basis 
of a very few examples. The authors of the present 
study. having collected virtually all the extant literary 
references (more than seven hundred) and approxi- 
mately two thousand visual representations, are con- 
fident, however, that insofar as it is possible to do so, 
they have avoided this pitfall too. As the illustrations 
show, and as the discrepancies between literary and 
visual testimony will also sometimes indicate, there is 
a great diversity in the size, ornamentation, and details 
of shape even among the examples of one instrument 
within, say, the lyre family. This is one of the joys, as 
well as one of the difficulties, of the study of musical 
instruments. We should not expect that any two of the 
Greek instruments within a single type will look ex- 
actly alike: that is a feature of modern factory-pro- 
duced instruments. Making instruments by hand is an 
art, and the master craftsman who makes stringed in- 
struments does not make any two exactly the same, 
particularly in matters of decoration. This variety is 
reflected in the visual representations of the instru- 
ments, which themselves are creative works and not 
entirely faithful to their models—thus making it im- 
perative that any study of the instruments be based on 
as many examples as possible. 

The evidence left to us from the earliest periods in 
the history of Greek stringed instruments, the Mi- 
noan, Mycenaean, and Iron Age civilizations, is mea- 
ger in comparison with that of later eras; the only 
literary evidence from this intriguing millennium is 
Homer's /liad and Odyssey, and scenes painted on pot- 
tery are much less abundant than in later times, leav- 
ing us to rely for visual evidence on a scattering of 
marble, terra-cotta, and bronze figurines, frescoes, a 
sarcophagus painting, small groups of vase paintings, 
and a few fragments of actual instruments that have 
been found and preserved. During the Archaic period 
(roughly 700-525 в.с. as defined here) vase paintings 
become gradually more abundant, and the works of 
Hesiod and the early lyric poets as well as the Homeric 
Hymns offer us fascinating bits of information about 
the stringed instruments. But it is not until the fifth 
and fourth centuries, when the Golden Age of Athens 
produced a great outpouring of dramatic works, po- 
etry, and visual arts, that we are able to construct a 
detailed account of the instruments and their uses in 
a particular time and place. 

The soil of Greece, unlike the sands of Egypt, has 
preserved only a few tantalizing bits and pieces of ac- 
tual stringed instruments from our period. Whereas 
Egyptologists can study a number of harps, lutes, and 
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lyres (as well as instruments of other kinds), often 
preserved in excellent condition, Hellenists havc al- 
most nothing except some ivory ornaments and fac- 
ings, a few plektra, and fragments of tortoiseshells. In 
one case, unfortunately, the ivory pieces were exca- 
vated and incorporated into a "reconstruction" at a 
time when knowledge of the musical instruments was 
considerably less sophisticated than it is today. Such 
reconstructions not only mislead us but also obscure 
or even obliterate the evidence that these fragments 
might have provided, had they been preserved accord- 
ing to modern practices and separate replicas (not in- 
corporating the fragments) made. Dangers of a similar 
sort are further demonstrated by the fact that inves- 
tigators have based their descriptions of a Mycenaean 
lyre in a fresco from Pylos not on the original fragment 
of the fresco, but on the imaginative recreation of the 
scene in a painting by Piet de Jong, which supplies the 
player with arms and the instrument with strings and 
а soundbox shape. 

Some items of evidence cited by previous authors 
have been rejected in the present study. We believe 
that in order for an item to be usable as evidence we 
must be able to distinguish clearly whether the instru- 
ment is a harp or a lyre (or if it is actually a musical 
instrument at all), and dubious examples ought not to 
be included at all in constructing theories or general- 
izations. Moreover, when there are very few items 
from any one century or location (as is generally the 
case before the Archaic period), the existing evidence 
cannot be used, for example, to assign to any one 
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locality details of the design of ornaments or the way 
in which the instruments were held, or to determine 
separate types within the family of lyres. 

The continuity of types of Greek stringed instru- 
ments that will be explored in this book could be 
traced as well in the musical culture of the Hellenistic, 
Roman, and even Medieval periods. But the continu- 
ing influence of the musical instruments of Classical 
Greece is a subject for a separate study, and for the 
present volume the deaths of Alexander the Great in 
323 в.с. and of his tutor, Aristotle, the following year 
provide a convenient stopping point with which to 
mark the end of an era. 


Citations of Works of Art 


Works of art are cited within the text and notes by 
museum location, followed by the number assigned 
the object by the museum; the name of the museum 
is ordinarily not given unless it is needed to avoid con- 
fusion. Alphabetical lists of all objects mentioned in 
each chapter, with references where possible, appear 
on pp. 205-18. Abbreviations of titles are listed in the 
bibliography. The method of citing the Corpus Vaso- 
rum Antiquorum (CVA) is as follows: thc name of the 
country does not appear except when necessary to 
avoid confusion, and the plate numbers given are the 
cumulative numbers that appear in most series in the 
lower left-hand corner of the page. For example, in 
the case of Athens 17497, the reference reads CVA 2, 
pl. 56, 1-4, indicating CVA, Greece, volume 2, cu- 
mulative plate no. 56, photographs 1-4. 
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STRINGED INSTRUMENTS OF ANCIENT GREECE 


CHAPTER ONE 


Homer and Before 


Cycladic Harps 


If we begin our account of stringed instruments at the 
very beginning, with objects created by pre-Greek in- 
habitants of the Aegean area, we find that the earliest 
known stringed instrument in this part of the ancient 
world is a harp. At least seven small marble figures of 
seated harpists (fig. 1), approximately 15 to 30 cm (6- 
12 in.) high and belonging to the period between 2700 
and 2100 B.c., have been discovered on islands in the 
Cyclades (Keros, Thera, and Naxos).! 

The language and culture of the people who made 
these remarkable marble figures are unknown. It is 
thought that they were a people who had come from 
western Anatolia (modern Turkey) and that they 
brought their instruments with them, although no ev- 
idence has been found from this period in Anatolia 
confirming the existence of such instruments there.? 
We cannot know what meaning their music had for 
them or how closely it was bound to their religious 
practices, though we can assume that, since these mu- 
sician-figures were found in graves, music probably 
had a religious significance, and musicians an impor- 
tant place in the culture. But we know nothing of the 
occasions on which their music was performed, and 
the marble figures cannot reveal to us what their music 
sounded like or even whether the musicians sang while 
they played. 

The small male figures are remarkable, not only 
because they are so different from the usual “Cycladic 
idol,” the stylized mother-goddess figure, but also be- 
cause they show an instrument quite different in shape 
from the well-documented harps of even earlier date 


from the Egyptian and Middle Eastern civilizations. 
The Cycladic harp represented in figure 1 is a trian- 
gular frame harp with its soundbox (the base of the 
triangle) resting on the player’s lap. The side of the 
triangle nearest the player’s chest rises almost verti- 
cally from the end of the soundbox. It bends down at 
the top, and where it is joined to the “post” it forms 
an ornament shaped like a bird's beak. The lower end 
of the post emerges horizontally from the end of the 
soundbox away from the player's body before curving 
upward. The fact that there is both neck and post, 
completing the triangle and making this a frame harp, 
sets this instrument apart from the bow harps and an- 
gle harps of Egypt and Mesopotamia, which, built 
without the reinforcing post, were open on one side. 

Since the marble figures do not show the strings at 
all, we cannot know how many there were or how they 
were attached. Nor do the figures (some of them bro- 
ken) reveal exactly how the strings were sounded, 
though their similarity of pose suggests that the fingers 
of both hands were used; and we may assume that, as 
with harps from other countries, the strings were 
plucked individually rather than strummed. 

A lack of sources from about 2000 to 1500 в.с. 
conceals from us whatever cultural contacts there may 
have been between these Cycladic people and the 
Greck-speaking people who began to arrive in the Ae- 
gean area after 2000 s.c. The same lack of source 
material obscures the relationship, if indeed there was 
any, between Cycladic musical culture and that of an- 
other, racially similar pre-Greek people of the south- 
ern Aegean: the Minoans, inhabitants of the island of 
Crete and builders of the great and powerful civiliza- 


1 
tion that is known to us not only through the excavated 
ruins of its palaces but also through legends such as 


the stories of King Minos, Daedalus and Icarus, and 
Tbeseus and the Minotaur. 


Minoan Lyres 


Minoan civilization itself, as it existed after about 1600 
B.C., has left us a number of objects of various kinds 
that reveal much about the Minoan use of music and 
instruments. The Minoans evidently had only one kind 
of stringed instrument, the lyre.? The idea for such an 
instrument, with two arms surmounted by a crossbar 
or yoke, did not originate with them; but the Minoan 
lyre has a characteristic not found elsewhere until a 
later time, a soundbox with a rounded base. Its par- 
allel arms are symmetrically constructed (fig. 2a), 
while those of contemporary Mesopotamian and 
Egyptian instruments are for the most part asymmet- 
rical. 

Our best information concerning this instrument 
comes from a painting on the side of the famous stone 
sarcophagus from Hagia Triada (Heraklion Museum); 
from two frescoes, one from Hagia Triada (Heraklion 
Museum) and one now at Khora from Pylos (mainland 
Greece, not Crete, but clearly showing the same Mi- 
noan characteristics); and from two vase paintings, on 
a pyxis (ceramic box) from Kalamion (Khania 2308, 
fig. 20), and on an amphora (storage jar) from Sitia 
(Hagios Nikolaos Museum, fig. 2c). All these items 
belong to the period known as Late Minoan Ш (ca. 
1400-1100 в.с.), except for the Hagia Triada fresco 
(ca. 1550 в.с.). There are two additional items: a 
terra-cotta group showing a female lyre player and 
dancers, from Palaikastro (Late Minoan III, Hera- 
klion Museum), and a seal stone of unknown location 
from Knossos (fig. 2d, Middle Minoan ЇЇ, са. 1900- 
1700 B.c.).4 

Nearly all these sources create essentially the same 
picture.’ The Hagia Triada sarcophagus (fig. 2a), how- 
ever, presents it in its most complete form: a male lyre 
player, dressed in a long robe, walks in a religious 
procession, playing an elaborately constructed instru: 
ment (the painter has put the player's left elbow on 
the wrong side of the instrument, an obvious mistake 
that need not cause concern). This is the only one of 
the three largest representations that shows the sound- 

box, for both frescoes are badly fragmented. The sar- 
cophagus painting shows a very narrow, rim-like 
soundbox, whereas that of the instrument on the Ka- 
lamion pyxis has a broad crescent shape.* 

The two symmetrical arms of the instrument in the 
sarcophagus painting seem to grow out of the sound- 
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Ami lumns in the sarcophagus painting and flying 
— des the performer in the Pylos fresco and 
on the Kalamion pyxis (fig. 2b). As for the lyres them- 
selves, those in the three largest representations sug- 
gest swans’ or birds’ necks and heads; but the = wes 
paintings (especially the one on the amphora from * 
tia [fig. 2с]), the Knossos seal stone (fig. 2d). and the 
Palaikastro terra-cotta all suggest snakes, which also 
played an important role in Minoan religion. 

The top sections of the arms rise vertically from 
the upper curve of these ring-shaped “necks,” and the 
crossbar is attached to them, quite close above the ring 
on the frescoes, farther up in the case of the sarco- 
phagus painting. The arms continue a short way above 
the crossbar in the three large paintings." The crossbar 
itself, in the three large paintings, is somewhat wider 
in the center and at the ends, which extend out beyond 
the instrument's arms (but this is not true of the am- 
phora from Sitia). The sarcophagus painting suggests 
that the crossbar rests in niches cut in the arms of the 
instrument. Only the Pylos fresco and the Kalamion 
pyxis offer any evidence of the way in which the strings 
are fastened to the crossbar: the wavy outline of the 
crossbar on the fresco and the small triangles below 
the crossbar on the pyxis probably indicate leather 
pads (called kollopes by the Greeks) around which the 
strings were made fast. 

The instrument unmistakably has seven strings on 
both the Kalamion pyxis and the sarcophagus; in the 
other representations, the strings are not shown or can 
no longer be clearly seen. Only the pyxis gives an idea 
of how the strings were secured at the bottom, showing 
a semicircle at the top of the soundbox to which the 
strings run. This curved bar was probably actually sit- 
uated at the bottom of the soundbox and would not 
actually have been visible above the upper edge.” 

“Size is a matter of space available rather than 
Proportion in Minoan/Mycenaean art,” warns the au- 
thor of a study of the Hagia Triada sarcophagus.” We 
Cannot tell exactly how large the Minoan lyre was ОГ 
whether some instruments were larger and more elab- 
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orately made than others, But in all the representa- 
tions the instrument is held vertically, and the three 
large paintings seem to show one approximately tall 
enough to reach from the player's waist to the top of 
his head, and about two-thirds as wide as it is high. 
The player holds it in his left arm, assisted by a sling 
(visible in the sarcophagus painting in the same color 
as the instrument) around his wrist and around the 
outer arms of the instrument, so that his left-hand fin- 
gers are free to pluck or damp the strings (we do not 
know, of course, whether either of these was actually 
done, or both— but it stands to reason that the fingers 
were freed for a purpose). His right hand, again in 
the sarcophagus painting (fig. 2a), holds a plektron or 
pick (in the same color as the player's skin), which 
might conveniently be made of ivory or bone, with 
which to sound the strings. This makes a harder, brigh- 
ter sound, as guitarists know, than plucking with the 
fingers. If we can trust the details of the seal stone as 
shown in the drawing published by Arthur Evans, the 
plektron was attached to the bottom center of the 
soundbox with a cord. If the date has been correctly 
assigned to this seal by Nicolas Platon (who first rec- 
ognized it as a representation of a musical instrument 
on the basis of a drawing in Evans’ Palace of Minos), 
the manner of playing that involves a wrist sling and 
plektron on a cord is centuries older than we could 
have guessed from our other evidence. Both wrist sling 
and plektron with cord are details found again much 
later in connection with lyre playing on the Greek 
mainland. 


Musicians and Occasions 


Since we know nothing whatever at the present time 
about the musical system and practices of these Mi- 
noan musicians, it is useless to speculate about what 
intervals were used in their melodies, whether two or 
More pitches were allowed to sound simultaneously, 
whether the lyre was tuned in scale steps, whether the 
Plektron plucked individual strings or strummed 
across them all, and so on. It is tempting to think that, 
because the Minoan lyre appears to have seven strings, 
the number that predominates later in Classical 
Greece, its tuning or music must be somehow related 
to that of the later Greek lyre—but additional evi- 
dence is lacking. m" 

What we do know, from our examination of the 
Paintings, is something of the musicians and the oc 
casions on which they played. The sarcophagus pe 
ing shows a lyre player taking part in a proessa t : 
Seems to be part of the preparations for a funeral feast, 
the bringing of liquids (probably wine and water) to 
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be mixed. It is a religious occasion, for the mixing 
bowl sits between columns surmounted by double 
axes, on which birds are perched to represent the deity 
or deities. The musician is male in all three large paint- 
ings (men's skin is brown, women's white—a conven- 
tion also used by the Egyptians and much later by the 
Greeks), and his connection with religious obser- 
vances suggests that he might be a person of some 
Status and importance. 
А Some elements of the sarcophagus scene аге found 
in the other paintings. The pyxis scene also has reli- 
gious elements: an altar with “horns of consecration,” 
double axes, and birds flying above. The Hagia Triada 
fresco seems to be a procession similar to the one 
described above, and the Pylos fresco, although it 
shows a seated musician, repeats the bird motif (a 
large bird flies away to the left of the lyre player). 
The Palaikastro terra-cotta group, on the other 
hand, consists of three female dancers in a semicircle, 
holding hands, and accompanied by a female lyre 
player. Since this instrument is only roughly depicted, 
we do not know if it is meant to be the same as those 
in the paintings; but it does confirm that women might 
also play the lyre. 


Lyres in the Bronze and Early Iron Ages: 
The Homeric Epics 


Most of the objects we have been discussing belong to 
the period from about 1400 to 1100 s.c., when the 
Mycenaeans, the earliest known group of Greek- 
speaking peoples in the Aegean, had already obtained 
control of the island of Crete. The mingling of the 
styles of mainland Greece with those of Minoan cul- 
ture is apparent in the decoration of the sarcophagus; 
and Minoan or Minoan-inspired artifacts are found in 
Greece, while items of Mycenaean fabrication or de- 
sign are found in Crete." The lyre that has been de- 
scribed was, though created by Minoan culture, well 
known to the Mycenaean Greeks, as its presence on 
the wall painting from the Mycenaean palace at Pylos 
(southwestern Peloponnesos, now at the Khora Mu- 
seum) and on a vase fragment from Nauplia (fig. 3a; 
below, Mycenaean Lyres) attests. р 

What is not certain, unfortunately, is to what extent 
the lyre used by the Mycenacans was derived from, or 
influenced by, the Minoan lyre.!? The items that pro- 
vide evidence concerning it are less helpful than those 
of Minoan culture, and the conclusions that can be 
drawn on the basis of the artifacts about Mycenaean 
use of stringed instruments, and even about the con- 
struction of the instruments, are correspondingly more 
limited. But we do have, fortunately, an abundance of 
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information of a different sort about the Mycenaean 
tyre. information that comes from the two great Ho- 
meric epics, the /liad and the Odyssey, which are in 
many ways a reflection of Mycenaean culture. 

Few scholars now question that the Iliad and Odys- 
sey were written down sometime between 850 and 700 
B.C. but center on an event that took place in Mycen- 
aean times. some four or five hundred years earlier. It 
is now generally agreed that the stories of the Trojan 
War and its aftermath were handed down through an 
oral tradition for many generations before they were 
shaped into what we now know as the [ай and Od- 
yssev and preserved through the written word. This is 
how it happens that set phrases are used over and over 
again in the Homeric epics to describe the same or a 
similar situation, Milman Parry, whose work estab- 
lished the theory about the technique of formulaic 
composition in the two poems, discovered that "the 
bards found and kept expressions which could be used 
in a variety of sentences, either as they stood or with 
slight modifications, and which occupied fixed places 
in the hexameter line." The importance of the Ho- 
meric lyre, the phorminx, is demonstrated by its ap- 
pearance in a formula used to fill out the end of the 
hexameter line, showing that Homer, or rather the Ho- 
meric oral tradition, regularly needed to describe the 
activity of music making that involved this instru- 
ment.” 

When Heinrich Schliemann, relying on Homer and 
Pausanias, dug up Troy and Mycenae and discovered 
the “jewels of Helen" and the mask of Agamemnon,” 
the tendency was to assume that everything in the Jiad 
and Odyssey described Mycenacan life (ca. 1600-1150 
в.с.) rather than that of the Dark Ages (са. 1150-800 
B.C.) or of Homer's own times (ca. 850-700 в.с.). To- 
day, however. most scholars subscribe to the "com- 
posite" theory, which holds that Homer's poems 
contain material from both the Mycenaean (or 
Bronze) Age and from later periods.” 

No attempt is made in the present study to sort out 
“early” or "late" matcrial in the poems, probably an 
impossible task with respect to musical instruments. 
Although much of what Homer says about musical 
events sounds more characteristic of the elaborate pal- 
aces of the Bronze Age than of the evidently simpler 
dwellings and social structures of the "Dark Ages," 
we cannot rule out the existence of less glorious, post- 
Mycenaean versions of such court singers as Phemios 
and Demodokos, or of aristocratic amateur players 
such as Achilles. Homer may sometimes be reporting 
a tradition that had survived intact from the Bronze 
Age down to the cighth century, at other times pre- 
serving memories of recent musical traditions no 
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The origin of the most common “ei i 
lyre, phorminx, remains a mystery. A Byzantine com- 
mentator gives a silly etymology: he imagines “phor- 
minx" to be derived from phroimion, a contraction of 
the Greek form of prooemium (“prelude » = 
recent ctymologists have proposed а ey dps э 
the Sanskrit word for “bee” (bhramara-h), but this 
view of the phorminx as an instrument that —— 
has been disputed by reputable authorities. We are 
left with the conclusion that the word phorminx was 
borrowed by the Greeks from some other, possibly 
non-Indo-European language, а view consistent with 
the Greeks’ own belief that most of their names for 
musical instruments were of foreign origins." The 
word continues to appear in Greek literature long after 
other names for various types of lyres had been intro- 
duced, especially by authors who want to evoke its 
Homeric associations. 

The other Homeric word for lyre, kitharis, which 
also appears to be of non-Greek origins, is only rarely 
used in the poems.” Kitharis occurs only five times in 
Homer, and, except in one instance (Od. 1.153, where 
the kitharis is placed in Phemios’ hands), seems always 
to be used in the generalized sense of “lyre playing": 
the suitors are interested only in kitharis and song 
(Od. 1.159); kitharis and song are among the possible 
gifts given to men by the gods (II. 13.731); the Phaia- 
kians are especially fond of kitharis and dance, along 
with fresh changes of clothes and hot baths (Od. 
8.248); and Paris will not be helped in battle by kith- 
aris, gifts of Aphrodite, or his fine locks of hair (ЇЇ. 
3.54)." Phorminx, on the other hand, occurs twenty- 
one times and is in all but two cases (Od. 8.99 and 
21.430) concrete, referring to a specific instrument 
being played or picked up. 

_Any major distinction that may at one time have 
existed between the terms phorminx and kitharis is 
ушн р Homer's usage. When Phemios plays the 

S, for example, the verb used to describe his 


activity is phormizein (Od. 1.155): ide 
strument that he ( 55); elsewhere the i 


E i plays (presumably the same as the 
onc jn. tis Passage) is always referred to as a phor- 
minx.* Conversely, the verb formed from kitharis, 


kitharizein, can be used wi vente? 
s Ы with t 
direct object (Л. the noun phorminx as its 


н t 18.570). (A partial analogy to this 
* of interchangeability can be found in the English 
ns violin and fiddle, and in the expression “to fid- 
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dle on one's violin") Since the Homeric poems rep- 
resent the collected efforts of many generations and 
display a mixture of dialects, it is not surprising that 
two different names appear to be applied to one and 
the same instrument. 

Despite its rarity in Homer (and later authors as 
well), the name Kitharis is, in a way, of greater histor- 
ical importance than the word phorminx, for it is the 
parent of an imposing array of later musical terms. 
The derived word kithara and the many terms related 
to it will be discussed in the following chapters. 


Lyre Players in the Iliad and Odyssey 


The tales in the /liad and Odyssey indicate that in 
Homeric times music making was not given over to 
slaves. Apparently there were no slave musicians of 
the sort so often encountered in Classical Athens, in- 
cluding some of the so-called flute girls (auletrides, 
which really means female players of the reed pipe, or 
aulos) who performed for the pleasure of men at sym- 
posia. Aside from Apollo, all the players described in 
the Homeric poems are either respected professional 
aoidoi ("singers"), always male, who earn their living 
through their craft, or male amateur musicians such 
as Achilles or Paris. No women players are mentioned, 
but since women in Homer do sing for their own en- 
tertainment at home, it is perhaps likely that the lyre 
was not entirely unknown among women at the My- 
cenaean courts or their Dark Age counterparts. 

The respected role of the instrument is reflected in 
the Homeric conception of Apollo as the lyre player 
for the rest of the Olympian deities. No mere slave or 
servant makes music for the gods. Appropriately, both 
the first and the last reference in the Jiad to the Ho- 
meric lyre are connected with the god of music, who 
plays his phorminx at the gods’ feast (//. 1.603) and 
weddings (Л. 24.63). Within this divine framework fits 
the lyre playing of Apollo's mortal followers, who en- 
joy an especially prominent role in the Odyssey. : 

The status of the professional aoidos in Homeric 
society is clarified through some remarks put in the 
mouth of Odysseus' faithful swineherd, Eumaios (Od. 
17.383-85). Eumaios mentions the demioergoi 
("workers for the people"), ho are summoned to the 
palace at Ithaka from the outside world to perform 
some service and are thus welcomed for their exper- 
tise; included in this class are, he says, seers, doctors, 
carpenters, and aoidoi, who delight people with their 
singing.» The two chief bards of the Odyssey, Phemios 
and Demodokos, are clearly members of this class 0! 


professional experts. 
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, Although Phemios, the bard at Odysseus’ palace, 
is not a slave, he is compelled by Penelope's voracious 
suitors to stay at the palace and entertain them (Od. 
1.154, 22.331). He must provide the finishing touches 
for the suitors’ innumerable free dinners by striking 
up his phorminx for song and dance. Like his coun- 
terpart in the fairy-tale land of the Phaiakians, De- 
modokos, he is described as a theios aoidos ("divine 
singer") but is not characterized nearly as fully as 
Demodokos. 

Demodokos, the blind singer at the Phaiakian 
court of Alkinóos, may be the prototype for the notion 
of Homer as a blind poet. Since blindness also figures 
in the story of another singer (Thamyris), it may be 
that many aoidoi, like the seers, were in fact sightless. 
Blindness would have been no particular handicap in 
a tradition of oral poetry, and indeed, might even have 
increased one’s capacity for the concentration neces- 
sary for such an art. The portrait of Demodokos is 
fully drawn in book 8 of the Odyssey, where he is de- 
scribed as an aoidos who is "divine" (rheios), faith- 
ful" (erieros), and "exceedingly famous" (periklutos). 
Alkinóos orders that the singer be summoned for a 
feast in honor of the as yet unidentified guest (Odys- 
seus), and the herald goes off to look for him, pre- 
sumably at Demodokos' own house in the town, since 
some time passes before he and the singer appear. The 
guests have assembled and the meat has been pre- 
pared by the time Demodokos is led in by the herald, 
who sets up a chair for him, hangs his phorminx on a 
peg within reach, and gives him a cup of wine. When 
the guests have finished eating, the Muse stirs Demo- 
dokos to begin his song. 

The importance of Demodokos as a public figure 
is emphasized by his name, which literally means "'es- 
teemed by the people.” Homer stresses the literal 
meaning when in Od. 8.472 he begins a line with the 
proper name, immediately followed by a phrase mean- 
ing "honored by the people." He is even called a 
"hero" (Od. 8.483), a term generally reserved for 
great warriors. As a public figure, he performs not 
only at the king's court but also in the agore, the place 
of public assembly (Od. 8.109, 254ff.). As befits his 
high professional standing, he commands a full rep- 
ertory of songs based on both myth and saga, so that 
he is able to satisfy Odysseus' request for a song on a 
particular topic, the story of the Trojan horse (Od. 
8.492). 

Other, less developed versions of the aoidos can be 
found elsewhere in both the /liad and the Odyssey. In 
the midst of the Catalogue of Ships (JI. 2.594ff.), Tha- 
myris is mentioned in passing as a Thracian who trav- 
eled from his native land to Thessaly and from there 
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to Dorion in the Peloponnesos, where he foolishly 
boasted that even if the Muses themselves should sing, 
һе could sing better. As a result the Muses maimed 
him (by blinding him, according to later authors), took 
away his “divine song,” and made him forget how to 
play his instrument. The story perhaps suggests that 
Thamyris was an itinerant aoidos who made his living 
by carrying his songs from place to place. 

An unnamed aoidos plays for the wedding feast 
given at the court of Menelaos in Sparta (Od. 4.18); 
and another unnamed singer, apparently a trusted 
friend of Agamemnon, is left by the king to keep an 
eye on Klytemnestra while he is away at Troy (Od. 
3.267, an assignment easily thwarted by her lover 
Aigisthos, who removes the singer to an island). Fur- 
ther references to the professional player are probably 
contained in the description of Odysseus stringing his 
bow like a man who is an “expert in the phorminx” 
(Od. 21.406) and in the mention of lyre and song as 
among the various possible gifts of expertise granted 
to various men by the gods (//. 13.731). Phemios' de- 
scription of himself as “self-taught” (Od. 22.347) im- 
plies that there were others who learned the art from 
established experts who, like doctors or carpenters, 
passed on their professional skills to younger men. 

The professionals, however, are not the only play- 
ers of the phorminx whom Homer mentions. A youth, 
specifically described as such rather than as an aoidos, 
plays his instrument and sings the Linos song for a 
procession of harvesters (//. 18.569), and both Paris 
and Achilles are sufficiently knowledgeable in the art 
of lyre playing to play for their own entertainment. In 
И. 3.54, Hector rebukes Paris, saying that his lyre play- 
ing and beautiful hair will be no use to him in battle. 
Readers of the аа will also remember Homer's vivid 
picture of Achilles playing a phorminx taken from the 
plunder of a city ncar Troy and delighting his heart in 
songs about heroes, as the envoys from Agamemnon 
arrive to attempt a reconciliation between the two 
Greek leaders (Jl. 9.186ff.). The presence of the phor- 
minx in the hands of a great hero such as Achilles may 
well—like a kind of Biblical endorsement—account in 
part for the persistence of the lyre as an essential ele- 


ment in the education of the Athenian aristocracy of 
later times. 


Descriptions of the Lyre in Homer 


Despite his elaborate descriptions of some objects, 
Homer is not at all helpful in providing a detailed pic- 
ture of what the phorminx looked like or exactly how 
it was played. Nowhere does he mention the number 
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of strings of the phorminx, although such information 
is frequently included (often as a kind of epithet) in 
later writers who mention lyres. Nor does he mention 
the plektron.* The poems do, however, contain some 
limited information about several of the functional ele- 
ments of the phorminx as well as about its decoration. 

One of the most useful passages is the one men- 
tioned above describing Odysseus' stringing of his 
great bow, in which his expertise is compared to that 
of a lyre player putting a string around a new Kollops. 
In that passage, Homer says that the strings of the 
phorminx were made of "well-twisted" sheepgut (Od. 
21.408). The kollops over which the string is pulled 
was probably not actually a "peg" (as it is usually 
translated) but rather a roll of rough leather, its fric- 
tion helping to hold the string in place at the crossbar. 
The wooden pins through the leather that aid in se- 
curing and tuning the strings are seen in examples 
from later periods, but not in early examples. 

Eustathius, the Byzantine commentator on the 
poems of Homer, reports in connection with this pas- 
sage that the kollops was a tuning device made from 
hide from the necks of oxen or sheep; he fancies that 
the device was so called because the ancients also 
boiled kolla ("glue") out of these same neck hides.?* 
Eustathius' definition accords with the information in 
other lexicographers’ works and with the use of the 
word by Aristophanes, who, in speaking of the tough- 
ness of Aeschylus, compared him to the hide (kollops) 
of an ox." Commentators have sometimes been puz- 
дей as to why the text speaks of putting a string on a 
new “peg” rather than of putting on a new string; if, 
however, the kollops was a rough piece of hide, it is 
reasonable to suppose that it would wear smooth after 
a time and would have to be replaced much more fre- 
quently than a peg on a modern stringed instrument.” 

The only other term in Homer for a part of the 
instrument is the zugon, mentioned in connection with 
Achilles’ phorminx (Ji. 9.187). Although sometimes 
translated in this passage as “bridge,” the basic mean- 
ing of the term, which is “yoke,” surely implies that it 
refers to the crossbar which joins together the two 
arms of the instrument. The particular phorminx de- 
scribed, since it is of exceedingly elaborate workman- 
ship, has a “silver” crossbar, probably meaning inlaid 
with silver decoration, 

There is only a general hint about the shape of the 
phorminx in one of the traditional epithets used to 
describe the instrument: glaphuros, which can mean 
"curved" or “arched.” in addition to “hollow.” Homer 
often applies the adjective to caves (that is, meaning 
“hollow” in the strictest sense), but he also applies it 


HOMER AND BEFORE 


to a harbor (Od. 12.305), a shoreline that curves to 
form a protected area, and to ships, which are both 
"hollow" and "curved." In the case of the phorminx, 
surely the exterior outline of the instrument was more 
conspicuous than the hollow space inside the soundbox 
needed for any type of lyre. The exact nature of the 
curvature noted in the epithet, however, can only be 
guessed at; it must have referred either to the rounded 
base of the soundbox so evident in the representations 
in Geometric art, or to the possibly bulging back of 
the soundbox (seen in the later kithara), or even to a 
bow-shaped curvature of the whole instrument as 
viewed from the side (a view that artists did not at- 
tempt until the fifth century).* 

The phorminx of Mycenaean times, like other im- 
portant objects, was probably often richly decorated. 
Achilles’ instrument, with its silver-ornamented cross- 
bar, is described as daidaleos (II. 9.187), or “curiously 
wrought,” a word used elsewhere of richly decorated 
war-gear and furniture and the like. Both Apollo and 
Phemios play lyres that are perikalles, "exceedingly 
beautiful" (I. 1.603 and Od. 1.153). 

The word phorminx occurs twenty-one times in 
Homer's poems. Nearly two-thirds of these instances 
involve one of two traditional epithets applied to the 
instrument: glaphuros (discussed above) or ligus. Li- 
gus (or, in its feminine form, ligeia) is often misun- 
derstood by translators to mean "loud," although it 
was shown many years ago that the term describes not 
the instrument's volume but its timbre, and should 
therefore be translated as "'bright-sounding."* The ad- 
jective is used elsewhere in Greek literature to de- 
scribe the singing of nightingales, Muses, and Sirens 
and must in such contexts refer not to the loudness of 
their song but to its bright, clear sound. (The seductive 
Siren-song that Odysseus had to resist was not in the 
nature of an air-raid warning.) 

The interpretation of ligeia phorminx as “clear- 
toned phorminx" is not contradicted by any of the 
other words associated with the sound of the instru- 
ment. In Od. 17.262 the sound is called an ioe (liter- 
ally, a “rush,” or sweep"), used elsewhere by Horrier 
of the wind, of fire, and of the human voice (at normal 
levels) as it penetrates the consciousness of a sleeping 
Odysseus (II. 10.139). Similarly, the verb epuein (Od. 
17.270) can be used of the wind or of the human voice 
calling aloud to someone. The word boe ("cry") in Il. 
18.495 does, to be sure, indicate a loud sound, but 
Since this is the only place in the poems where a num- 
ber of lyres and auloi are played at the same time, the 
description of the sound as a "cry" is probably due 
partly to the presence of the auloi and partly to the 
fact that several instruments are being played at once. 


Mycenaean and Early Iron Age Lyres: 
Archaeological Evidence 


To complement this limited picture that the epic 
poems present of the Homeric phorminx itself, we 
must turn to archaeological remains and to the rep- 
resentations of lyres in Bronze and Iron Age art. 


Mycenaean Lyres 


The only stringed instrument found among the avail- 
able Mycenaean archaeological evidence is a lyre sim- 
ilar in general shape to that of the Minoans. Our 
information about it comes from seven Mycenaean 
sources (ca. 1550-1100 в.с.): the ivory remains of two 
actual instruments found in a Mycenaean tholos (bee- 
hive shaped) tomb at Menidi north of Athens (Athens 
1972); a bronze votive offering, 8 cm high, in the 
shape of a lyre, from the Amyklaion sanctuary near 
Sparta (fig. 3d); fragments found at Mycenae (now at 
Athens?) that appear to include plektra and part of 
the arm of a lyre; and three Mycenaean vase sherds, 
one from Nauplia (fig. 3a) with a complete instrument, 
one from Tiryns (fig. 3b, Nauplia 14.376) that shows 
the upper part of a lyre, and one (fig. 3c, Athens 9063) 
found on the island of Skopelos, near Euboea, that 
includes the lower part of a lyre. 

Even more than the fresco from the palace at Pylos 
(see above, Minoan Lyres), the recently discovered 
vase fragment from Nauplia (fig. 3a) indicates Mycen- 
aean familiarity with lyres of the shape associated with 
Minoan Crete. Though its lyre is out of proportion to 
the player (it is as tall as he is), it is important because 
it shows the lyre being played. There is clearly a sling 
for the player's left wrist that is represented as a small 
loop attached near the middle of the outer arm of the 
lyre, the same arrangement found on Minoan lyres and 
those of much later periods. This lyre. held upright 
like the Minoan lyres, also has arms shaped in a way 
that is reminiscent of the Minoan instruments: the 
arms curve inward and immediately out again slightly 
more than halfway up, as though the graceful curve 
seen on those lyres had been rather squashed (the sling 
is looped through the inner part of this curve). This 
lyre too has seven strings, kollopes, and a narrow 
soundbox with a rounded base. It appears to have orig- 
inally been painted over in white (sec comments below 
on ivory facings); and it has a pair of small loops below 
the soundbox in the center, probably to indicate the 
lower string fastener. i 

The small bronze from the Amyklaion (fig. 3d), 
which has a rounded base (as does the instrument on 


the vase from Skopelos ffig. 3c]), and a rather tall 
soundbox one-third the height of the instrument, is 
perhaps more typical of Mycenaean instruments." The 
arms are a continuation of the soundbox, straight and 
parallel, and the crossbar was attached almost at their 
top, as the remaining ends of it show. The bronze was 
molded to represent seven or eight strings—five re- 
main, but there is room for two or three more that 
have been broken away. The vase painting from Sko- 
pelos also represents a lyre with seven strings, fastened 
below to a semicircular fitting attached to the sound- 
box (it appears at the top of the soundbox but was in 
practice no doubt affixed to the bottom edge). 

The ivory fragments of one of the lyres found at 
Menidi have been incorporated into a reconstruction 
that is on display at the National Archaeological Mu- 
seum in Athens.” They seem to consist of ivory facings 
for the top of a lower section of the right arm, the 
section of the left arm that met the crossbar. a piece 
that may have been part of the lower string fastening, 
and a larger piece with holes bored in it that may have 
been the crossbar. Of the second lyre (unrecon- 
structed) it appears that the only remains are two 
pieces of ivory facing for the arms, about 25 and 34 
cm (9.8 and 13.4 in.) long, and a small additional frag- 
ment. 

From these fragments we can get only a very rough 
idea of what the size of the instruments might be: Ni- 
colas Platon has estimated the height of the Menidi 
lyres at 60 to 75 ст (23.6 to 29.5 іп.). We do learn 
from these remains that the arms of the Mycenaean 
lyre might be ornamented with ivory, elaborately 
carved in the case of the first Menidi lyre, or decorated 
with incised patterns in the case of the fragment from 
Mycenae (which appears to be for the arm of a lyre). 
The ivory fragments of the Menidi lyres taper to a 
pointed tip above the crossbar and curve at the bottom 
in a way that suggests a narrow, rim-like soundbox. 
This last, however, may be misleading, for the ivory 
pieces may simply have been set into the top of a much 
taller soundbox, in the manner suggested in vase paint- 
ings of a later era (compare chap. 6. fig. 7): the sound- 
box may have resembled that of the Amyklaion bronze 
(fig. 3d). 

Perhaps most interesting of all are the carved ivory 
Objects found with these remains, approximately 6.5 
ст (2.5 in.) long (at Mycenae) to 14 ст (5.5 in.) long 
(at Menidi) that must surely be plektra with handles; 
these confirm that despite Homer's silence on the mat- 
ter, the Mycenacans as well as the Minoans played the 
уге in this way. The plektron from Menidi is shaped 
rather like a teaspoon, with а narrow handle that 
might have been wrapped with cloth or leather. 
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The only other archaeological evidence for lyres in 
the Mycenaean world comes not from mainland 
Greece or its neighboring islands but from Cyprus, the 
ancient crossroads of the Mediterranean world, where 
Mycenaean culture mingled with that of the Near East. 
The Cypriote style of vase painting of about 1100-1050 
в.с. is Mycenaean in form and decoration but is also 
pictorial, in accordance with Cypriote preference ^ 
This fortunate combination produced the vase now in 
the Cyprus Museum at Nicosia (fig. 4, Kouklia T. 9 
no. 7), on which one panel of the interior shows a 
figure wearing what appears to be a tasseled sword 
and holding up at face level a lyre only slightly larger 
than his head." The lyre appears small in relation to 
the human figure, but this is again a matter of available 
space in the design of the panel rather than of real 
proportions. The same may be said of the fact that the 
instrument has only three strings: in the painting, 
there is room for only three brush strokes, while in 
actual practice, an instrument of only three strings 
would not need to be nearly so wide. The lyre itself is 
painted with a few strokes that give us only its basic 
Shape: rounded base, straight arms, the crossbar near 
the top of the arms and extending a little beyond them 
on either side, and a soundbox that is not very tall but 
drawn with thicker strokes than the arms. The instru- 


ment was probably taller in proportion to its width 
than it is shown.” 


Post-Mycenaean Lyres 


The three centuries after the end of the Mycenaean 
period, from about 1100 to 800 s.c., the centuries fol- 
lowing the migration of tribes from northwestern 
Greece ("Dorians") to the south and of many of the 
previous Greek inhabitants to the eastern shores and 
islands of the Aegean, began as a time of turmoil; and 
trade with the lands to the east, which had been in- 
terrupted during this time, was only gradually re- 
sumed. No remains or representations of lyres from 
mainland Greece of this time have been found, in part 
because mainland pottery of this period is decorated 
with abstract geometric patterns rather than with hu- 
man figures. For this reason, our knowledge of Greek 
stringed instruments during the "Dark Ages,” before 
the second half of the eighth century, such as it is, 
comes from the fringes of the Greek world. 

The most important sources are from Cyprus, 
where a few Cypriote-geometric vases continued to be 
decorated in pictorial style. There are two such vases 
that show human figures holding lyres, one an am- 
phora in Nicosia from the ancient cemetery of Kalo- 
riziki near Kurion that may date from around 900 B.C., 
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the other the “Hubbard amphora" (also in Nicosia) 
from northeastern Cyprus, most recently dated to 
about 800 s.c. The earlier amphora, from Kaloriziki 
(fig. 5a), has its human figures on the neck of the vase 
in two panels that seem related. On one side a figure 
holds à pitcher over an enormous amphora (a panel 
interpreted as a libation scene), and on the other side 
there is a standing figure with a lyre, a figure that 
might be said to be openmouthed, that is, singing. 

. The fact that the lyre shown looks very large and 
1S given only thrce strings must again be taken as a 
matter of style and medium rather than realistic por- 
trayal. But its shape and decoration must reflect to 
some degree the actual construction of an instrument 
known in Cyprus at the time: an instrument with a 
narrow soundbox and with even narrower arms rising 
from it, with a base not rounded, perhaps, but some- 
what pointed—though to be honest we must admit 
that the painting may mislead us in this. Certainly it 
was an instrument with much decoration. The tops of 
the arms above the crossbar are finished with knob- 
like ornaments, and the ends of the crossbar each have 
two small crosspieces or disks. Most interesting, how- 
ever, is the zigzag pattern painted touching the inside 
edge of each arm. Because of this pattern, Bernard 
Aign (p. 352) sees the Kaloriziki lyre as a descendant 
of the Minoan lyre with its circular “swan” necks; but 
there is some evidence that the zigzag pattern may 
have come instead from Anatolia, for a twelfth-cen- 
tury B.c. cylinder seal from Mardin in southeastern 
Anatolia, on which there is a round-based lyre with 
parallel arms and six strings, shows the arms con- 
structed in zigzag fashion.” In any case, the arms of 
the instrument on the second (Hubbard) amphora (fig. 
5b) have zigzags as well—and as in the case of the 
Anatolian cylinder seal, the arms are apparently not 
decorated but actually made in zigzag shape. 

The figure on this later amphora is part of a more 
complete scene, a procession of people taking part, 
according to Dikaios, in a “funeral rite in honour of 
an enthroned lady." The front side of the vase shows 
the “enthroned lady, drinking through a siphon from 
a jar placed in front"; before her is a “female atten- 
dant pouring liquid" into the jar and carrying a string 
of fish; a bull's head shows on the far left, and on the 
right, behind the throne-like chair, “а sphinx smells a 
flower.” On the other side of the vase there is a “group 
of dancing women with a male lyre player in the mid- 
die." The participants on either side of him carry 
plants, perhaps as funeral offerings. 

The size of the lyre in relation to the human figure 
and the way it is held (high and away from the body) 
recall the eleventh-century Mycenaean-Cypriote vase 


9 


described above. The general shape of the instrument 
is also similar, except that the arms, in the later rep- 
resentation, have the zigzag construction and do not 
continue above the crossbar. Although neither the size 
of the instrument nor its number of Strings (four) can 
be taken literally, the shape and decoration, once 
again, probably reflect that of an instrument known in 
Cyprus around 800 s.c., an instrument with a crescent- 
shaped soundbox. 

In the museum at Heraklion, Crete, there is a small 
bronze seated figure (fig. 6) playing a round-based lyre 
with a taller soundbox than the instruments just de- 
scribed, which he holds in playing position, not verti- 
cally but tipped out at about 45°. His right hand 
touches the strings just above the soundbox (no plek- 
tron shown). The four thick bronze strings (it would 
have been inconvenient, with this thickness, to have 
more than four) are attached at the bottom to a curved 
fitting similar to the ones seen on the Minoan pyxis 
from Kalamion, on the Mycenaean vase from Skope- 
los, and on a relief of the late eighth century from 
Karatepe (southern Anatolia) to be discussed below. 
This curved bar, probably customarily made of metal 
and hooked into the bottom of the soundbox, seems 
to have been for many centuries a customary device 
for securing the strings at the lower end. 

The soundbox of the Heraklion bronze, rounded 
at the base and straight across the top, is tall enough 
to resemble that of the Mycenaean bronze from the 
Amyklaion (fig. 3d). The arms, straight and undeco- 
rated, do not extend beyond the crossbar, or the cross- 
bar beyond the arms (also a characteristic of later 
representations in bronze). The shape of this ninth- or . 
eighth-century bronze lyre, except for the lack of free 
ends for arms and crossbar, is like that of the lyres 
depicted on a number of seal stones of the ninth 
through seventh centuries found at Tarsus (Anatolia), 
on the island of Rhodes, and elsewhere, and made in 
either Rhodes or Euboea (the instruments usually 
have only three strings, as might be expected in view 
of their small size). The bronze figure at Heraklion, 
though possibly not made by a Greck artist, neverthe- 
less shows an instrument shape that must have been 
widely known in the Greek world of the ninth and 


eighth centuries. 


Lyres in the Bronze and lron Ages: 
Occasions and Music 


The lyre was used for several distinct kinds of songs, 
some associated with ceremonial or religious occa- 
sions, others intended primarily for entertainment, and 
all of them sung either by the aoidoi or by amateur 


musicians. The information given us by Homer is un- 
even, since sometimes we are told only the generic 
name of the song (with no information about its con- 
tent or musical accompaniment), while at other times 
we have virtually the entire text of the song and many 
details about the circumstances of its performance but 
are not told the generic name of the song. Still, the 
Iliad and Odyssey provide us with some understanding 
of the basic functions of music in Homeric society. 


Ceremonial and Religious Occasions 


Homer mentions by name four different kinds of songs 
of a ceremonial nature. Two of these, paean (paieon) 
and threnody (threnos), are nowhere described by Ho- 
mer as having musical accompaniment, although per- 
haps the accompaniment simply goes unmentioned. 
The word paieon is best left translated by its vague 
English equivalent, paean, since its exact nature in its 
early stages of development is uncertain. In Homer, it 
is used not only as thc name of a song but also as the 
name of a god of healing, who seems to be identified 
with, if not identical to, Apollo.“ It may be that the 
paean was originally a type of song addressed specif- 
ically to Apollo-as-Healer which later took on a 
broader range of usc. The young men of the Achaeans, 
after a feast and sacrifice to the god, sing the paean in 
order to propitiate Apollo and persuade him to turn 
aside the terrible plague that has struck the Greek 
troops (1l. 1.473). But elsewhere in the Jiad, this kind 
of song is again sung by the young men (Kouroi) when 
Achilles bids them sing the paean as he and his men 
drag the body of Hector back to the Greek ships (Il. 
22.391). Under these circumstances, the paean ap- 
pears to be essentially a victory song, perhaps a kind 
of thank-offering to the gods, without explicitly men- 
tioning any of them. А 

The nature of the threnos is clearer, for it obviously 
refers to a dirge sung as part of funeral lamentations. 
When Hector's body is brought back to Troy and laid 
Out to be mourned by his people, professional aoidoi 
lead the threnody, and the women of Troy join in (Il. 
24.721). Similarly, the ghost of Agamemnon recounts 
to Achilles’ ghost how the Muses themselves sang the 
threnody at the funeral of Achilles (Od. 24.60). 

The other two types of song that are specifically 
named both include mention of the phorminx as the 
accompanying instrument, in one case together with 
the aulos. The hymenaios, or wedding song, is named 
in the description of a scene represented on Achilles’ 
sbield, in which a town is celebrating weddings and 
festivals (И. 18.490ff.); the brides are led out in a 
torch-lit procession while the hymenaios is sung and 
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young men whirl in a dance to the music of phorminx 
and auloi. Although the song itself is not elsewhere 
mentioned in Homer, three other scenes in the poems 
point to the use of the phorminx at wedding celebra- 
tions. Apollo holds and presumably plays the instru- 
ment at the wedding feast of Peleus and Thetis (Il. 
24.63); a “divine singer" plays and sings at the wed- 
ding feast of Hermione in Sparta (Od. 4.18); and at 
Odysseus’ instruction, Phemios plays the phorminx so 
as to convey the impression that there is a wedding 
going on in the palace and thus delay the discovery by 
outsiders that the suitors have been killed (Od. 
23.133). Appropriately, the final recognition scene be- 
tween Penelope and Odysseus also takes place against 
the background of Phemios' song. 

In a further scene on the shield of Achilles, Homer 
describes the singing of the linos song by a youth who 
accompanies himself on the phorminx while leading a 
procession of singing and dancing girls and boys, who 
carry the fruits of a grape harvest. From the context 
one can assume that the linos song was probably a kind 
of fertility song associated with the cycle of planting 
and harvesting (or birth and death), although the 
Greeks generally supposed it was a lament over the 
death of a youth named Linos, to whom various iden- 
tities were assigned. 


Formal Entertainment 


The music of song and lyre is an essential part of var- 
ious feasts described by Homer, for it provides the 
formal entertainment that concludes the festive occa- 
sion, sometimes in combination with dancing. We have 
already noted that just as Apollo plays at the feast of 
the gods (JI. 1.603), so Phemios plays for the after- 
dinner entertainment of the suitors (Od. 1.155 and 
17.262). The content of such songs is revealed in fur- 
ther descriptions of both Phemios and Demodokos, 
who, for the most part, sing stories of the Trojan War. 
An example is Phemios’ song about the Achaians’ 
homecoming from Troy (Od. 1.326). Penelope objects 
to this particular song because it makes her sad, but 
Telemachos says there is nothing wrong with the topic, 
and anyway the audience always likes the latest song 
Circulating the best. 

Demodokos, too, sings “heroic song,” or, as Ho- 
mer puts it, songs about the famous deeds of men (klea 
andron, Od. 8.73). Demodokos' song after the initial 
feast in Odysseus’ honor is briefly summarized in the 
text of the poem: it is the quarrel between Odysseus 
and Achilles, a parallel to the more famous quarrel 
with which the Шаа begins. After the second, evening 
feast, Demodokos (praised by Odysseus for his earlier 
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songs about the sufferings of the Achaians) produces 
the story of the Trojan horse, again briefly summa- 
rized by Homer (Od. 8.500ff.). Other themes that Ho- 
mer mentions as likely subjects for future singers are 
also related, at least indirectly, to the Trojan War: 
Orestes’ revenge for the murder of his father (Od. 
3.204) and the evil deeds of Clytemnestra as compared 
to the virtuous conduct of Penelope (Od. 24.197ff.). 

When Demodokos sings and plays his phorminx for 
the Phaiakian youths' dance in the public square, how- 
ever, he chooses not heroic deeds but mythology.“ 
This time he sings of the affair of Ares and Aphrodite 
and how they were caught in flagrante delicto by clever 
Hephaistos' net. The story, which occupies a full one 
hundred lines (Od. 8.266-366) is told in a polished 
form and with a charming sense of humor. The singer 
indeed earns the praise given him later by Odysseus, 
who says that he sings “їп a completely well-ordered 
fashion" (Od. 8.489). 

From these details about the songs of Phemios and 
Demodokos we can conclude that the songs sung by 
the professional bards for court or public entertain- 
ment had as their subjects essentially the same themes 
that we find in the /liad and Odyssey themselves, 
namely, saga and myth. In all cases, the narrative ele- 
ment of the entertainment prevails, the instrumental 
accompaniment and even the dance being subservient 
to the song itself. It is the role of the bards to sing, as 
Penelope says, of the deeds of men and gods (erga 
andron te theon te, Od. 1.338). 

Individuals also sing for their own pleasure; both 
Kalypso and Circe sing while they work at their looms, 
though we are not told what they sing about (Od. 5.61 
and 10.221). Achilles, however, playing his phorminx 
by the seashore while his friend Patroklos listens in 
silence, sings, like Demodokos, of the “famous deeds 
of men” (klea andron, Il. 9.189). In contrast to 
Achilles' own peaceful mood, the famous deeds about 
which he sings are doubtless actions in war; the in- 
strument on which he plays is war booty; and the en- 
voys from Agamemnon have come to persuade him to 
resume his part in the war against Troy." 


The Lyre in Late Geometric Period Art 


The counterparts of these Homeric bards and other 
players of the lyre appear in late Geometric vase paint- 
ings and other representations that can be assigned 
with confidence to the eighth century, in scenes that 
are more varied than those from earlier times. This 
visual evidence comes almost exclusively from main- 
land Greece— from Attica, from points along the land 
Toute from Sparta to Argos in the Peloponnesos, and 


from Boeotia. It consists mainly of vase paintings, 
more than twenty of them, that represent lyre players; 
for in the second half of the eighth century mainland 
Greece once again produced pottery decorated with 
Scenes showing human figures. To be sure, the silhou- 
ette style of these late Geometric vase paintings does 
not permit details such as the lower string fastener to 
be represented, and it causes the figures, objects and 
human beings, to be painted without overlapping in 
order to make their outlines intelligible. Thus, as in 
the earlier Cypriote paintings, instruments are often 
held away from the body rather than in playing posi- 
tion. 

Since the late Geometric vase painters were still 
more concerned with design and emphasis on certain 
significant aspects than with realistic representation 
(as art historians have been careful to point out), 
would be risky to turn to their works for information 
on the size of the instruments made in eighth-century 
Greece or on the number of strings such instruments 
had.* It seems likely that the number of strings 
painted in depends partly on artistic convention, partly 
on the width of the brush strokes and the space avail- 
able." Among available eighth-century representa- 
tions, the largest group consists of instruments whose 
number of strings cannot be determined. Among those 
with strings clearly indicated, five strings occur some- 
what more frequently than four; but there are half 
dozen examples with only two or three strings. 

More than half these lyres have rounded bases and 
arms that are straight or slightly bent inward. The 
remainder are divided into two types, those with 
rounded bases but arms that curve outward, and those 
with bases that appear pointed or flat. Most of the 
instruments in eighth-century representations are held 
vertically, but some are held tipped out somewhat, not 
more than about 30*. Only on Tübingen 2657 (fig. 7a) 
and Athens 874 are the lyres held horizontally (the 
players are perhaps not actually playing). 


Scenes in Which the Lyre Appears 


The lyre is found most frequently in scenes that show 
a procession (or a processional dance—it is not easy 
to tell the difference). The participants may be men 
or women or both, and, especially in the case of the 
women, they may hold hands and carry branches be- 
tween them. The women are often designated by their 
long skirts, the men by swords at their sides. The men 
sometimes carry shields (as they presumably take part 
in warrior dances) and sometimes they appear to be 
clapping. In a few scenes, we find dancing of a more 
vigorous kind, perhaps of the sort performed by the 
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' athletic Phaiakian youths in the Odyssey: three danc- 
ers on Athens 14447 are shown jumping, their feet off 
the ground; and on Copenhagen 77 (damaged sec- 
tion) the dancer just in front of the lyre player is mak- 
ing a high leap, while a pair just behind him are 
engaged in a boxing match, as though to demonstrate 
the association of this kind of dancing with athletics.“ 
The lyre can be found in the company of the double 
ашої (Athens 291, Berlin 31573), and in three partic- 
ularly interesting paintings (Athens 17497 and 18542, 
Copenhagen 9367) there seem to be rattles in the 
hands of the other participants (fig. 8). The latter are 
the only scenes in which the performers are seated. 
They appear to be taking part in a ritual: two lyre 
players sit back to back in figure 8 (Athens 18542), 
each facing a low table on which sits a stemmed cup 
with handles. On the far side of each table sits a person 
with rattles (two long objects that bulge near the mid- 
die), one held near the top, one held near the bottom 
(the scenes on the other two vases are similar). 


Shapes of Instruments 


All but a few eighth-century representations clearly 
show instruments with rounded bases, but the sound- 
box, arms, and crossbar of these lyres are depicted in 
various ways. In most cases, the arms appear to be 
cither continuations of the soundbox or straight, par- 
allel pieces set in near the comers of the soundbox. 

From the Peloponnesos come four quite similar 
items, three small, flat votive bronzes and a vase paint- 
ing on which ali the instruments represented have arms 
that are straight, parallel continuations of the sound- 
box, with the crossbar situated a short way from the 
top and protruding past the arms (fig. 9).? The arms 
of the bronzes are wider in proportion to the soundbox 
than any we have seen so far, and all have holes 
pierced in them, two in each arm, separated by a di- 
agonal strip of metal. In addition, the lyre shown in 
fig. 9 has, on the soundbox, four small circles with 
dots (these four circles reappear in a seventh-century 
painting of the instrument, and two circles, often 
painted to represent eyes, are used on later examples, 
as we will see in the chapters that follow). 

A plektron hanging by a cord from the arm on the 
far side of the instrument is clearly represented on a 
vase painted ca. 700 or a little later, Berlin Antiken- 
museum 31573 (fig. 10). This instrament has arms that 
may be a continuation of the soundbox but that appear 
to bend toward each other at the top (a circumstance 
also seen on two other Attic vases, Athens 291 and 
14447. and one of Bocotian origin, Basel BS 406; the 
size of the soundbox, however, varies greatly among 
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these four). The instrument On the Berlin vase also 

have a visible lower string fastener, a straight 
seems io Dal he arms at their lower ends. 
horizontal line between the — 
Since, if this attachment were actually placed where it 
is shown, the strings would not pass over the sound- 
box, it is probable that some artistic license has been 
used: to make it visible, the painter has moved it up 
from its more likely position at the bottom of the 
soundbox. — 

Another small group of vase paintings shows us 
instruments with straight, parallel arms that seem set 
into the corners of the soundbox. The clearest of these 
paintings, Tübingen 2657 (fig. 7a), has a tall soundbox 
leveled off at the top. The others, Athens 17497 and 
Copenhagen 727 (which has two instruments), have 
soundbox shapes that might be described as nearly full 
crescents, Above the crossbar, the arms of the Tübin- 
gen example seem to become wider— perhaps to in- 
dicate ornamental knobs or crosspieces of the kind 
found on the other two vases. These were typical Attic 
decorations, apparently, for they are found on still 
other Attic examples. The crossbar itself is curved in 
some of these paintings, but this might best be put 
down to artistic license. 

The lyre in figure 7a is quite like an instrument on 
a relief from Karatepe in southern Anatolia (Cilicia), 
made in the late eighth century (fig. 7b).* This instru- 
ment has six strings, a plektron attached by a cord to 
the bottom of the soundbox, and a curved lower string 
fastener (like an upside-down U, also affixed at the 
bottom of the soundbox). Its crossbar and arms are 
straight, the latter fitted in near the upper corners of 
its tall soundbox, which has a straight upper edge. This 
relief. though not made by a Greek artist, comes from 
an area where there was strong Greek influence. It 
shows a procession of musicians at a feast of King 
Asitawanda, according to Phoenician and Hittite in- 
scriptions, and the musician with the “Greek” lyre is 
followed by one with a lyre of typical Semitic shape 
with rectangular soundbox, slanting crossbar, and 
arms that are neither parallel nor of the same length. 

A half-dozen instruments with round bases and 
arms that diverge or curve outward have been found 
on vases from mainland Greece. Three of these (Ath- 
ens 313, Athens Agora P 10154, and Cambridge 
М.С.А. 345). painted ca. 700 в.с. or later, may be the 
first representations of the chelys, or lyra, with its tor- 
toiseshell soundbox; they will be discussed in the next 
Chapter. Two others, Dresden 1699 (fig. 11), from 
Bocotia, and Athens 874, found in Athens, seem to 
Show another shape: on the Dresden vase ít appears 
as a narrow instrument with a rim-like soundbox that 
continues upward to form arms that, near the top, 
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Curve out to meet the ends of the (curving) crossbar 
in an ornamental knob. [t is possible that the painter, 
attempting to show arms that curve forward (as we 
know they did on instruments of later centuries), could 
only show them curving outward. This is not the 
impression created by Athens 874, however, although 
this vase (where we seem to see the lyre from the 
bottom) may also be an experiment with perspective. 
The remaining vase in this group of six, Athens 234 
(fig. 12), from the Amyklaion near Sparta, has the 
most remarkable shape seen in any Geometric vase 
painting: a tall soundbox, straight-edged at the top, 
from which rise arms that bend sharply outward half- 
way up with a long tapering extension above the cross- 
bar, and a crossbar that has small rectangular objects 
attached below its free ends. 

One further small group of vases shows instru- 
ments that do по! have rounded bases. Two of these, 
Athens 18542 (fig. 8) and Copenhagen 9367, both At- 
tic vases, have painted on them seated figures holding 
instruments that might be called “heart shaped.” The 
arms in the Athens example have at the top cross- 
pieces of the sort mentioned above. Below the cross- 
bar the arms first widen, then come together at the 
bottom in a point.* It seems possible that (ће instru- 
ment intended is the one that would become known 
three centuries later as the kithara, an instrument that 
can be more securely recognized on a sherd in Athens 
from the Argive Heraion (fig. 13) on which it has a 
flat base and wide soundbox that reaches up to either 
side, with arms inset above (all the upper part is miss- 
ing). But the clearest and most detailed evidence for 
such an instrument comes, once more, not from a 
Greek source, but from another of the Karatepe re- 
liefs, this one in Hittite-Aramaic style (fig. 14).5 The 
instrument on the relief has a small, flat base; above 
it the soundbox broadens and continues upward to 
form wide arms. The crossbar is provided with deco- 
rative knobs at either end,* and there is a sling for 
the player's left wrist (not seen since Mycenaean 
times), a bridge over which the strings pass (not seen 
in any example so far mentioned), and a plektron on 
à cord attached to a ring in the base of the instrument. 
The performer stands facing a player of the double 
auloi, and between them are two dancers. 


Aside from the triangular frame harp represented 
in the pre-Greek marble figurines of the Cycladic cul- 
ture, the paintings, bronzes, terra-cottas, and seal 
Stones described in this chapter create the strong 
impression that there were in the Acgean world, from 
the time of the Minoans down to the late eighth cen- 


n 


tury, stringed instruments of only one basic type: lyres 
with parallel arms of equal length. 

The Minoan evidence, the carliest of which comes 
from about 1600 в.с. (relatively late in the history of 
this colorful people of Crete), forms a consistent pic- 
ture of a single type of lyre. Relative to the size of the 
player, it was a large instrument with a rounded base 
and was held in a vertical position. It had seven strings, 
which were struck with a plektron. The Minoan lyre 
is most often shown, not surprisingly, in connection 
with religious occasions; on the famous Hagia Triada 
sarcophagus, for example, it appears to be played in 
a funeral procession, and in other representations it is 
shown together with items of religious significance 
such as the Minoan “horns of consecration.” In all 
cases but one, Minoan players are male; only in the 
Palaikastro terra-cotta group does the player appear 
to be female, surrounded by women who dance in a 
circle. 

Although the archaeological evidence is limited in 
the case of the Mycenaeans, these earliest Greeks 
seem to have adopted the Minoan instrument as their 
own. Mycenaean representations of the lyre from the 
period 1550-1100 B.c., like the earlier Minoan ex- 
amples, portray an instrument with a rounded base 
and seven strings. From Homer, whose epics reflect 
the traditions of the Mycenaean Bronze Age (as well 
as of later times), we learn that the instrument was 
called a phorminx, and that music making on it was 
referred to as kitharis. Homer also informs us of the 
use of sheepgut for the instrument's strings and of kol- 
lopes as tuning devices. He describes the instrument 
as glaphuros (curved), ligus (bright sounding), and 
daidaleos (ornate); the last epithet accords well with 
the archaeological evidence from Menidi, which in- 
cludes elaborately carved ivory facings for the remains 
of a lyre found there. Like the Minoan lyre, the My- 
cenaean instrument was played in a manner that in- 
volved using a wrist sling and a plektron on a cord 
attached to the instrument, as the archaeological evi- 
dence clearly indicates. 

Cretan, Cypriote, and mainland Greek sources 
suggest that an instrument of this type was used on 
similar occasions (that is, for religious processions and 
for dances) throughout the centuries of the Geometric 
period. The uses of the instrument as they are shown 
in the artistic representations of the Minoan through 
Geometric periods correspond in general to the scenes 
of musical performance that Homer describes for us, 
in which the phorminx is played during wedding 
processions and feasts, and for ritual fertility songs and 
the dances of young men. 


м 


The vase paintings of the late eighth century also 
Show us such scenes, but their range is expanded. The 
dances can be described as processional dances, war- 
rior dances, and athletic dances; in addition, a new 
kind of scene can be identified, a ritual one including 
à seated lyre player and a rattle (?) player. Details in 
these late-Geometric portrayals of the lyre are often 
difficult to interpret, however, especially in view of the 
Painters’ tendency to emphasize the significance of 
Particular aspects of an object at the expense of a 
realistic picture of the whole. Often the number of 
Strings cannot be determined; in other cases, only two 
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to five strings are shown. In general, such a smail num- 
ber of strings seems to be the result of available Space 
and of stylistic considerations; in all probability, the 
lyre continued to have seven strings, just as it had in 
Minoan times. 

By the end of the eighth century, there is unmis- 
takable evidence of the presence of the instruments 
that later received the names chelys (or lyra) and kith. 
ara. To learn more about these, we must follow their 
traces into the seventh century and the beginning of 
the Archaic period. 
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1. Athens 3908. Cycladic 
marble figure of harpist. 
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Heraklion. Нара 
dha sarcophagus. 
,F tail: musician ia 
дуоссззіюа. 


Каша ХМ 2306. 
linoan рухїз. Detad: 
азаа with lyre. 
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2c. Hagios Nikolaos. 
Amphora from Sitia. 
Detail: instruments. 


24. Location unknowa. 
Seal stone from Knossos. 


3a. Nauplia. Krater 
fragment from Nauplioa. 
Musician holding lyre. 





3b. Nauplia 14.376. Vase 
sherd [rom Tiryas. 
Masician and instrament. 


Ус. Athens 9063. Kylix 
fragment from Stafllos of 


Skopelos. Detail: 
instrament. 
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4. Nicosia, Kouklia T. 9 
n0. 7. Cypriote geometric 
bowl. Detail: musician 
with instrament. 


Sa. Nicosia. Kaloriziki 
amphora. Detail: 
musician. 


5b. Nicosia. Hubbard 
amphors. Detail: musician 
with lyre, dancers. 
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6. Heraklion 2064. 
Bronze figurine of seated 
musician. 








Ta. Tübingen 2657. Attic 
geometric amphora. 
Detail: dancers with 
musician. 


Tb. Karatepe. Relief ia 
Assyrian-Aramaic муе. 


Lower register: procession 
of musicians. 
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8. Athens 18542. Attic 
geometric оіпосћое. 
Detail: seated musicians. 


9. Tegea. Bronze from the 
sanciuary of Athena Alea. 
Instrument. 
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10. Berlin 
Aatikeamuseum 31573, 
Proto-Attic hydria, 
Procession with 
musicians. 


11. Dresden 1699. 
Geometric kantharos. 
Ммысїая with three 
female dancers. 
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12. Athens 234. Fragment 
of a large pot from 
Sparta. Men dancing, 
holding hands; lyre in 
feld. 





13. Athens, sherd from 
the Argive Heraion. 
Musician in procession of 
men clapping hands. 


14. Karatepe. Relief in 
Hittite-Aramaic style, 
Lower register: group of 
musicians. 


CHAPTER TWO 


The Archaic Period: 
New Things and Old 


The term Archaic, which is generally applied to the 
seventh and sixth centuries, describes this period from 
the vantage point of the heyday of Greek (and specif- 
ically Athenian) culture in the fifth century. and is 
perhaps misleading insofar as it suggests that the civ- 
ilization of the two preceding centuries was primitive 
or conservative in attitude. The Archaic period was, 
in fact, a time of far-reaching changes. Established 
Greck cities founded new colonies in various parts of 
the Aegean and in the West; Greeks resumed or began 
trade with Phoenicians, Syrians, and other peoples of 
the Near East; coinage was introduced to Greek lands 
by the Lydians; and Greek visual arts of the period 
were profoundly influenced by oriental models. 

Despite the significance of Eastern influence on 
Archaic Greece, the Greeks may be said to have 
adapted rather than merely borrowed Eastern ideas.' 
Though the Archaic period is rightly called an age of 
revolution, it was not a time of wholesale importation 
of Eastern art, myth. or cultural patterns at the ex- 
pense of indigenous ideas or of the inheritance from 
the Greek past. These centuries are marked by a mix- 
ture of continuity and change, and that mixture is re- 
flected in the history of Greek stringed instruments of 
this period.* 

The Archaic age also presents us with a number of 
unsolved mysteries concerning the musical instruments 
of the Greeks. By the beginning of this period, the 
instruments presently known as the lyra and the kith- 
ara were already known to them: but to what extent 
these instruments were new inventions or borrowings 


" 


from other peoples we cannot be sure. Nor is it pos- 
sible to say with any certainty why the round-based 
phorminx gradually surrendered its place to these 
newer instruments. The evidence shows that these 
changes took place; but for the present, at least, the 
mysteries remain. 


Nature of the Sources 


Since Attic black-figured vase painting, the most sig- 
nificant archaeological source of evidence for Archaic- 
period instruments, underwent marked changes of 
style around 525 в.с. under the influence of the new 
red-figured style that had just appeared, and since the 
late sixth-century examples, red- and black-figured, 
are best grouped with the mainly red-figured vases 
that form the principal body of artistic evidence for 
the instruments of the Classical period, this chapter 
has been limited to a discussion of evidence that can 
be dated with reasonable certainty between 700 and 
525 B.c. 

Any assessment of the musical developments in the 
Archaic age must take into account not only the style, 
limitations, and comparative rarity of vase paintings, 
as well as the problems of dating all the various types 
of archaeological evidence, but also the many difficul- 
ties inherent in the literary evidence for the period. 
The spirit of the Archaic period is reflected in its lit- 
erature: epic poetry and its offshoots (continuations 
of the old Homeric tradition) and lyric poetry, in which 
the voice of the individual poet is heard for the first 
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time. Both the “old” epic poetry and the “new” lyric 
poetry developed side by side in the seventh and sixth 
centuries. From the historical point of view, a major 
difficulty in dealing with this literature is the lack of 
firm dates. Even using the best information available, 
we must be content to settle on approximate and often 
disputed dates. In addition, much of the literature is 
preserved only in bits and pieces—gleaned from quo- 
tations by later writers or rescued from scraps of pa- 
pyrus. It is tempting to fill in our consequently 
incomplete understanding of the Archaic period with 
information from very late and possibly unreliable 
sources. Later Greek writers appear overly eager to 
assign a "first inventor" to musical (and other) inno- 
vations, and many of their works are simply uncritical 
compilations of traditional legends. One such essay 
often cited in modern studies of Greek music is the 
pseudo-Plutarchian De musica, which has been 
dubbed "an unintelligent source of late antiquity” and 
which must accordingly be used with caution.? In the 
brief survey of the authors below, some of the diffi- 
culties will be explained in more detail. 

Hesiod is the earliest of the Archaic poets. Al- 
though the ancients thought him a contemporary of 
Homer, many scholars today regard him as belonging 
to a somewhat later date.‘ Born in Asia Minor, Hesiod 
lived and wrote in Boeotia, the territory north of At- 
tica. There is no solid evidence that his two major 
works, the Theogony and the Works and Days, written 
in hexameters, were regarded as suitable for musical 
performance. Hesiod himself, in Theogony 30-35, says 
that in a moment of divine revelation the Muses ap- 
peared to him, gave him а staff (skeptron), and bade 
him “sing” (hymnein) about the race of gods, but we 
do not really know whether he is speaking in literal or 
metaphorical terms. In Works and Days 656-59 he 
refers more concretely to the prize tripod that he won 
for a victory in song (hymnoi) and that he dedicated 
to the Muses at the spot where they inspired him to 
“clear song" (ligures . . . aoides). Whether or not He- 
siod himself was a forerunner of the later rhapsodes 
who performed epic poetry, he is the earliest poet to 
Mention a new term for a professional musician, the 
kitharistes, perhaps the successor to the Homeric aoi- 
005.5 
Another early Archaic source, іп which the use of 
the plektron is first mentioned, is the Homeric Hymn 
to Apollo. This poem, usually assigned to the seventh 
century, is one of a collection of hexameter hymns 
addressed to various deities and composed over a pe- 
riod of some two centuries in a style imitative of 


Homer. 
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Archilochos of Paros, опе of the most vivid of the 
seventh-century poets, apparently wrote both epic 
verse on heroic subjects (nothing of which survives) 
and personal poetry in various meters about his own 
loves, hates, and adventures as a soldier on the large 
green island of Thasos off the coast of Thrace. He 
wrote during the years between 680 and 640, a period 
that is fixed by his reference to an eclipse of the sun.* 
In the fragments of his work a new word for a musical 
instrument appears—he is the first author among 
those preserved to us who mentions the word lyra. 

A more shadowy figure who was perhaps a contem- 
porary of Archilochos was the poet Terpander. An- 
cient sources disagree on his date, and little, if indeed 
anything, survives of his verse." Unfortunately, most 
of the detailed information about Terpander's life and 
work comes from the author of the De musica, who 
wrote some seven hundred years later and whose re- 
liability is questionable.* About all that can be said 
with any certainty is that he was born on the island of 
Lesbos, off the coast of Asia Minor, and may have 
gone to work as a musician in Sparta. As a conve- 
niently remote figure, he is given the role of “inven- 
tor" of several musical "innovations" of which more 
will be said later. 

Another musician connected with Sparta was Alk- 
man, who can be assigned to the last half of the sev- 
enth century. Later sources sometimes give his 
birthplace as Lydia, but he was probably in fact a na- 
tive of the district around Sparta.? As the fragments 
of his work and other evidence show, Sparta was not, 
at this stage, the stern military camp depicted in later 
accounts; on the contrary, it was a highly sophisticated 
cultural center that was more advanced in art and lit- 
erature than Athens at the same period. Alkman ap- 
pears to have written primarily choral poetry to be 
performed by Spartan girls on religious occasions. The 
surviving fragments suggest that he himself took part, 
as the lyre player, in the performance of these parthe- 
neia. Alkman is also the first poet to mention a type 
of harp known as the magadis, which will be discussed 
in chapter 6. 

Two important figures whose lives spanned the sev- 
enth and sixth centuries are Sappho and Alcaeus. both 
of Lesbos. The torn scraps of the poetry of Sappho 
(whom Plato called the tenth Muse) are sprinkled with 
references to stringed instruments (the lyra, barbitos, 
pektis, and, probably, kitharis). and in one fragment 
she speaks of "weaving" song upon the strings of an 
unnamed instrument. Since only one extant piece is 
without doubt a whole poem (her "Hymn to Aphro- 
dite"), we are forced, as in the case of many of these 
early poets, to base our conclusions on tantalizing bits 


of lines whose contexts are often completely uncertain. 
Sappho, best known for her love poetry. and Alcaeus, 
who wrote political poetry as well as drinking songs 
and hymns, are especially significant in the history of 
Greek stringed instruments, for they served as links 
between East and West. Their poems, even in the mu- 
tilated state in which they now exist, indicate their 
close contact with the Lydians (on the coast of Asia 
Minor), from whom some important instruments may 
well have been borrowed or adapted for Greek cul- 
іше." 

Amidst the activity of the lyric poets, further de- 
velopments of the epic tradition still appear in the 
sixth century. The Homeric Hymn to Hermes, similar 
in form and style to the earlier Hymn to Apollo but 
written in a less serious vein, probably belongs to this 
period and is important for its description of Hermes' 
“invention” of the tortoiseshell lyre (chelys-lyra).2 

A sixth-century poet of importance to the history 
of Greek lyres is Theognis of Megara (probably the 
Megara of mainland Greece rather than the city of the 
same name in Sicily). His dates, too, are uncertain, 
and most scholars agree that some of the poems at- 
tributed to him (all in elegiac couplets) are later in- 
terpolations." Several of the poems, addressed to his 
fellow aristocrats on a wide range of subjects, mention 
lyres in connection with various types of songs." One 
poem in the collection is particularly important for our 
present purposes because it contains the first extant 
reference to the kithara, a term derived from the Ho- 
meric word kitharis, which nevertheless now seems to 
designate a specific instrument rather than "string- 
playing" in general. The authorship of this poem is 
questionable, however, leaving doubt that the word 
kithara is attested in any of the surviving literature 
from the period before 525 в.с. 


Persistence of the Term Phorminx 


As might be expected in an era in which there is both 
Continuity and profound Change, the terminology used 
to designate musical instruments reflects this state of 
affairs. The Archaic poets use the 

(and others derived from them 
new terms, that is, terms that 
or Odyssey. 


References to the phorminx in Archaic literature 
Occur for the most part in the Homeric Hymns and 
other poems that explicitly imitate Homer. The instru- 
ment seems to have become Connected almost exclu. 
sively with Apollo and is only occasionally associated 
with ordinary mortal musicians. In the Hymn to 
Apollo (the earliest of the Homeric Hymns), only the 


old Homeric words 
) as well as altogether 
do not occur in the /liad 
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two Homeric names (phorminx and kitharis) are used. 
At his sacred precinct in rocky Pytho. Apollo plays on 
his "curved phorminx” (phormingi glaphurei) with a 
“golden plektron;" causing the instrument to ring out 
with lovely sound (h. Hom. 3.182-85). This passage 
contains the earliest extant literary reference to the 
plektron.'* Later in the poem Apollo plays his phor- 
minx (the verb used is Kitharizein) and leads a march 
of Cretans to Pytho while they sing a paean (h. Hom. 
3.514-17). 

In another hymn probably of equal or nearly equal 
antiquity, the phorminx is associated not with Apollo 
but with his twin sister, Artemis (A. Нот. 5.18-20).'* 
The poet explains that the virgin Artemis is not sub- 
ject to the control of Aphrodite and that her concerns 
are (among other things) the hunt, phorminxes, and 
the dance. 

One of the most problematic references in litera- 
ture presumed to date from the Archaic period is a 
two-line fragment in hexameters, tentatively attributed 
to Terpander by Strabo (13.618). Strabo, a geographer 
of the first century a.D., indicates his doubt as to their 
authenticity by the way he introduces the lines, saying 


that they are reportedly by Terpander. He then 
Quotes the hexameters: 


Putting aside the four-voiced song, 


we will sing you new hymns on a seven-toned 
phorminx. 


nueic vot тєтобупоџу @лоотёоЁаутес боёду 

ёлтатбуф фбошуу!: veoùç хелабђаоиғу Üuvovc. 
Deubner, without questioning the authenticity of the 
lines, took them to mean that Terpander is speaking 
of his "invention" of a Seven-stringed instrument that 
Superseded an earlier four-stringed one; by interpret- 
ing Geometric vase paintings literally, Deubner found 
evidence for the existence of a four-stringed phorminx, 
and wrote an influential and unfortunately misleading 
article in which he claimed to have proved that Ter- 
pander’s introduction of a seven-stringed lyre into 
Greek culture was factual, not legendary." Even if the 
lines are genuine, they need not refer to the replace- 
ment of a four-stringed instrument with a seven- 
Stringed one: the first line refers only to "four-voiced 
Song." which might be taken in opposition to the “new 
Ymns" in the next line, rather than to the "seven- 
toned Phorminx.” The poet may only be saying that 
he is casting aside an old form of song in favor of a 
new one that is accompanied by the phorminx. The 
lines do not say that the phorminx ever had fewer than 
Seven strings, 
Another of the Homeric Hymns (number 4, to 
) lor which a sixth-century date is generally 
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thought probable, carries on the association estab- 
lished in the earlier hymns between Apollo and the 
phorminx.* Although the instrument described in the 
hymn is clearly made of a tortoise shell (unlike the 
"phorminx" in Geometric art), whenever it is men- 
tioned in connection with Apollo it is called only by 
the Homeric names phorminx or kitharis, not, as else- 
where in the poem, lyra or chelys (tortoise). We shall 
return to this work shortly and for the moment note 
only that the association of the phorminx with Apollo 
helps clarify what at first appears to be the poet's 
hopelessly arbitrary choice of names for the instru- 
ment. When the instrument is first called a phorminx 
(line 64), it is at the point where the baby Hermes has 
just conceived a plan to steal the cattle of Apollo. The 
only other passage in which the instrument is given 
this name comes after Hermes has given the instru- 
ment over to Apollo as appeasement for the theft 
(line 506). 

The phorminx is also linked with Apollo in another 
poem that imitates Homeric style, the Shield, a work 
probably of the sixth century attributed to Hesiod that 
describes the scenes on the shield given to Heracles 
by Athena.” In one scene, Apollo plays his "golden 
phorminx" and the Muses sing while the other gods 
dance (201-06), a picture reminiscent of Apollo's per- 
formance at the feast of the gods in Iliad 1.603.? The 
phorminx also provides the music for a dance in an- 
other scene on Heracles’ shield, a description of a wed- 
ding procession that is clearly modeled on the wedding 
scene depicted on Achilles’ shield in Iliad 18.491-96:2 


The youths’ tender mouths uttered cries 
In answer to the clear-voiced syrinxes, and 
all around them broke the echo. 
Girls led the lovely dance to the sound of phorminxes. 
On the other side youths revelled to the aulos, 


Some making merry in dance and song. . . . 
(Shield 278-82) 


тої uèv ind Ayvoàv ovolyyov їєсау а0бђу Y 
ÈE алайду orouárov, negi дё opio ăyvvto yd 
al д' ixd doguíyyov буауду yogóv (иєобеута. А 
[ё>бг› ó’ айё' éréow0e véoi xápatov йл' аййой.] 
tol ye uiv ad лаібоутєс ún’ doynOua xai doij 


In both cases, the allusion to this particular kind of 
lyre is dictated by the Homeric model, in which the 
Stringed instrument in the corresponding scene is the 
Phorminx. 

The Homeric associations of the phorminx are put 
to good use by Theognis in a poem in which he prays 
that he might possess the Homeric quality of arete 
(roughly, “manliness,” “excellence”): 


Never may there be any other concern to me 
In place of excellence and wisdom, but always 
possessing this 
May І delight in the phorminx, the dance, and song, 
And along with other noble men may I have a noble 
mind. 
(Then. 1.789-92) 


Mijzore uoi pedédnua vedtegov Go gavein 
бит’ ретй coping т’, dda tóó' aliv Ev 

teonoiunv qóoutyyt xal дохпдибн xai аодй! 
xal petà tov dyad ёоддду Eyoyu vóov. 


The word he uses for dance is orchethmos, an old form 
that is found in Homer and the Hymn to Apollo. For 
the conservative Theognis, the orchethmos and its ac- 
companying instrument symbolize the old values of the 
Homeric aristocracy.” 


The Phorminx in Archaic Art 


The round-based instrument identified in chapter 1 as 
the phorminx is still to be seen in the art of the Archaic 
period, and in the seventh century it still occurs more 
frequently and in more locations than do the other 
forms of the lyre. Though most of the representations 
come from the Peloponnesos or from Cyprus, it is the 
only form of the lyre to be seen between about 675 
and 600 s.c. in representations that come from Attica. 

Of the most important seventh-century phorminx 
representations, the earliest is the late-Geometric- 
period vase Berlin Antikenmuseum 31573 (chap. 1, 
fig. 10), which probably dates from shortly after the 
turn of the century. Although the surface of the vase 
is damaged, the rounded base of the lyre can be clearly 
seen, as can the plektron on its cord hanging from the 
instrument. 

But the object from the first half of the seventh 
century that has given rise to the most speculation is 
a vase fragment that comes from the excavation of the 
Archaic Greek settlement at Old Smyrna on the Ana- 
tolian coast (fig. 1).™ This vase fragment shows a 
round-based lyre with seven strings; whether it may 
be classed as a phorminx remains in doubt. 

Now there are, as we know, representations of 
seven-stringed lyres among the remuins of the Minoan 
and Mycenacan civilizations. But since Iron Age de- 
pictions usually have only four strings, and none of 
them has as many as seven, this vase fragment has 
been taken as proof of the correctness of reports from 
writers of the Christian era that the legendary poet- 
musician Terpander "invented" the seven-stringed lyre 
and that he did so during the first half of the seventh 


century.” 


tt must be said. however, that the lyre shown on 
this sherd is unlike those shown on Iron Age vases in 
one other important respect: it is larger, so that the 
painter, without any unduly delicate technique, was 
able to paint in seven strings in the available space. 
The instrument is not рап of a scene; it is not held by 
a musician whose body takes up space; it is used alone 
as a decorative element, so that on а sherd 15 cm high, 
the instrument itself is about 8% cm (about 3% in.) 
tail—considerably larger than the lyres found in scenes 
ол Geometric vases. We must therefore consider once 
more the possibility that the lyre did not cease to be 
a sevea-stringed instrument after the time of the My- 
cenaeans, but that limitations created by medium, 
technique, or artistic intentions prevented an accurate 
portrayal of the seven strings. 

The instrument shown on this vase fragment from 
Old Smyrna has other interesting details. The bird 
painted just above it reminds us of the association of 
birds and lyres in Minoan-Mycenaean art. Like the 
instrument on Berlin Antikenmus. 31573, it has a 
picktron on a cord that is attached to the lower end 
of one of the arms. The crossbar is ornamented with 
knobs at its ends, and above the crossbar we see a 
series of five circles that must represent devices of 
some sort for securing the strings at their upper ends. 
A number of questions remain unanswered: why the 
arms are rounded instead of straight; why they bend 
Out at such a sharp angle above the crossbar; what 
exactly the shape of the soundbox is meant to be; and 
what the x's on either side of the strings are meant to 
represent (if anything). If what we see here is a back 
view of the instrument, the horizontal line at the lower 
end of the strings probably represents the upper edge 
of the soundbox rather than the lower string fastener. 
One hesitates to say exactly what kind of lyre this is— 
it is not at all certain that it belongs to the phorminx 
category. (A similar lyre from the latter part of the 
sixth century is discussed at the end of this chapter 
(fig. 18]). 

The second half of the seventh century provides us 
with several representations of the seven-stringed 
phorminx. The most interesting of these appears on а 
< large (37% in.), wide-mouthed amphora from the is- 

land of Melos in the Cyclades (fig. 2).> Here Apollo 
in a chariot drawn by four winged horses, holds aloft 
іо his left hand a round-based instrument with four 
circles on the front of its soundbox. Although it cannot 
be seen in photographs. his left hand, fingers straight 
is held up behind the strings: his right grasps the plek- 
tron, which is on a red cord attach 


сд, appa ; 
the base of the soundbox. The crossb. SQUE ha 
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knobs or disks at the ends; it has sometimes been 
thought that such knobs might serve a purpose in tun- 
ing, but a consideration of the differences in tension 
required leads us to conclude that knobs, which on 
some forms of the lyre arc rarely present, are likely 
to have been ornamental rather than useful. The cross- 
bar also seems to be provided with what Homer called 
kollopes: rolls of leather around which the strings are 
wound to provide the friction to hold the strings tight 
(the wooden or bone pins through the leather, found 
in later examples, which aid in securing the strings, 
are not represented here). 

An unusual feature of this painting is that Apollo 
does not hold the horses’ reins—they are looped 
around the outer arm of the instrument! The free ends 
of the reins fall from the outer edge of the phorminx 
in a way that resembles the decorative fringe or “sash” 
often seen in later paintings. 

Although this is a much more detailed painting 
than its predecessors, it is still not possible to form an 
accurate idea of the size of the instrument in relation 
to the performer. The painter is not particularly con- 
cerned with proportions (Apollo's right forearm, for 
example, is too large) and may have exaggerated or 
teduced the size of the instrument to suit his purposes. 

Apollo's companions in this painting are his sister, 
the goddess Artemis, and two women who are prob- 
ably Muses. Artemis, who stands before the chariot 
with quiver, bow, and arrow and holds a stag by its 
antlers, thus displays her standard attributes as god- 
dess of the hunt, just as Apollo displays the lyre as his 
chief attribute. The Muses who stand behind him in 
the chariot are also associated with music, of course; 
and in later paintings we find them playing instruments 
similar to the one he holds here. 

Two other important examples of the seven- 
Stringed phorminx come to us from the late seventh 
century, one Athenian and one Corinthian.” Although 
the first of these, Athens Nat. Mus. Acr. AP 1085 (fig. 
3a), is only a fragment, it shows the details of an in- 
Strument of the phorminx type: a round-based instru- 
ment with two small circles on the soundbox, on either 
side of the strings; a knob at the end of the crossbar; 
à small rectangle at the bottom of the soundbox that 
Tepresents the lower string fastener; and a plektron 
Cord. which we now find attached to this rectangular 
piece. Of particular interest is the bridge, a narrow 
oe Protruding on either side of the strings about 
em oo а! 15 function was no doubt 
strument: ia tel we uM eae ar a p^ 
ihe instrumentaud e strings away from the front о 
tthe sathe nd to conduct the sound to the interior 

x. The scrollwork decorating the arm 
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of the instrument calls to mind the ornamental open- 
ings in the Geometric-period bronze votive phorminx 
from Tegea (chap. 1). Our present example comes 
from the time when arm ornamentation (of a different 
sort, to be sure) also begins to be seen in connection 
with instruments of the kithara type that will be dis- 
cussed later. 

In this fragment we see the phorminx once again 
in the hand of a bearded man who apparently holds it 
by means of a strap across the back of the instrument, 
for his left-hand fingers and thumb, visible behind the 
strings, are straight, and, like the Apollo on the Me- 
lian amphora, he does not hold the instrument against 
his body. 

Our remaining seven-stringed phorminx from this 
century, on Corinthian alabastron Syracuse 12577 (fig. 
3b), adds no information about the instrument but 
does provide a new scene: it shows a pair of “padded 
dancers,” one of whom holds the phorminx. Such 
dancers, padded front and aft, appear frequently on 
Corinthian vases, their burlesque dancing perhaps 
connected in some way with the worship of Dionysos. 

The half-dozen or so remaining seventh-century 
representations (see n. 27) add little to what has al- 
ready been presented, though their existence under- 
lines the continued importance of the phorminx. 
Before passing on to sixth-century artifacts, however, 
let us consider for a moment a group of terra-cotta 
figures from Cyprus, each in the form of a standing 
musician carrying a phorminx. These figures, thought 
to have been made in the seventh and sixth centuries 
B.C., attract our attention, not because of the instru- 
ments themselves (for only their general shape is іп- 
dicated) but because the performers and their 
costumes are modeled with such careful and consistent 
detail. In figure 4 (similar figures are housed in the 
Museum at Nicosia) we see one of these lyre players, 
whose dress proclaims him a person of some impor- 
tance. He stands straight, his right hand touching the 
strings of his instrument, his head lifted. He wears a 
long robe and a high, rounded, crownlike hat; under 
it his hair is neatly cut to his jaw line, becoming longer 
toward the back. Around his neck is a high decorated 
collar, tied in front, and over his shoulders is a neck- 
lace with a large medallion in front, rather like a may- 
or's badge of office. It is tempting to believe that this 
is a kitharistes, one of the musicians of a respected 
class who were successors to the bards of the Homeric 
era (though such figures might also represent, for ex- 
ample, priests of Apollo). 

_ During the period between 
jects on which the phorminx is 
Scarcer than objects that show t 


600 and 525 в.с., ob- 
shown become much 
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29 


lyra. Moreover, all but two of the phorminx represen- 
tations come from outlying Greek enclaves, or even 
from non-Greek areas. From the first half of the cen- 
tury, for example, we have a funerary chest (fig. 5a) 
found in Campania in Italy (then an Etruscan area) 
but possibly made by Greek artists that shows, in low 
relief, four male musicians, cach playing a round- 
based, five-stringed lyre strangely similar, with its in- 
dented and curved arm shape, to the Minoan lyre.” 

The two extant Athenian examples, on black-fig- 
ured pottery, also come from the first half of the sixth 
century. The earlier one is a fragment of a ceramic 
plaque, on which part of a ritual scene is visible 
(fig. 5b).27 On the left is an altar of red and white 
blocks on which a fire burns; on the right stands a man 
in a white chiton (robe) and red himation (mantle) 
who holds an instrument that appears to be a phor- 
minx but is not clearly depicted in several respects: it 
is not absolutely certain that the base is rounded, nor 
is it clear whether the faintly visible horizontal line 
just above represents a strap across the back of the 
instrument, though once again the player does not 
hold the instrument against his body and must have 
some means of supporting it, since his other hand is 
occupied with the plektron. The plektron cord is at- 
tached to the inside arm of the instrument. Though 
for compositional reasons the painter may have shown 
the instrument in the player's right arm rather than 
his left, he has nevertheless depicted the right arm in 
front, rather than behind, the instrument. It is thus 
not possible to determine whether the painting rep- 
resents a front or a back view of the instrument.” The 
lyre has small white knobs at the ends of the crossbar, 
as did our seventh-century examples, and faint traces 
of kollopes along the crossbar, but only four strings. 
Although this is one of the earliest known Athenian 
black-figured vase paintings showing the phorminx, its 
many doubtful details prevent us from citing it as an 
example of the development of the instrument of its 
time. 

We are іп a far better position when it comes to 
the second of our Athenian black-figured paintings, 
this опе оп psykter (wine cooler) Rhodes 12.200, 
which is painted in the manner of Lydos, an artist of 
the third quarter of the sixth century (fig. 6). The 
scene shows two nude young men facing each other 
and perhaps dancing, one holding a phorminx, the 
other a drinking horn; an old man in boots and mantle, 
so with a drinking horn, watches them from the left. 

The performer, the youth in the center, holds his 
phorminx horizontally, a position rarely seen (cf. 
chap. 1, fig. 7a) and perhaps used only when the 
player was also dancing. The base of the instrument 


al 


cannot actually be seen, of course, because the player 
holds it against himself; but the rest of its outline is 
not consistent with that of any member of the lyre 
family except the phorminx. 

The painting shows us an instrument of six strings, 
not carefully spaced but created by means of a tech- 
nique that has great potential for fine detail: incision, 
lines engraved in the painted surface. Using this same 
technique, the artist indicated the strap or sling that 
passes around the player's left wrist and around the 
Outer (in this case, lower) arm of the instrument, and 
the rectangular bridge across the belly of the sound- 
box. The arms of the instrument become narrow just 
above the soundbox, but most of their upper length is 
wide again. The arms are straight and seem to lean 
toward each other; the lower arm has a short sash of 
some sort, painted red, attached near the soundbox. 
The crossbar shows some sign of kollopes but no 
knobs, and the plektron and its cord are not visible, 
though the performer's right hand seems to hold such 
an object. His left hand is visible behind the strings, 
fingers curved as though to pluck or grasp the strings. 
This painting is a particularly important one, for along 
with the seventh-century Melian amphora (fig. 2) and 
Acropolis fragment (fig. 3a), it constitutes our best 
evidence for the phorminx during the Archaic age and 
before the advent of red-figured vase painting in the 
last quarter of the sixth century. 

From the third quarter of the sixth century we h: vr. 
at present only a few items from eastern Greek areas, 
which add little to our information on the phorminx 
other than the knowledge that the instrument was still 
known to the Greeks of Asia Minor.” But the last 
quarter of the century, with its greatly increased 
amounts of pottery, both red- and black-figured, and 
its more than half a dozen paintings of the phorminx 
by Athenian artists, reassures us that the instrument 
did not fall cntirely out of use. The phorminx of this 
later period is discussed in chapter 6. 


Kitharis and Related Words 


The old Homeric noun kitharis and the verb kithari- 
zein continue to be used throughout the Archaic pe- 
пой. Like phorminx, kitharis tends to be associated 
with the music of the gods, or at least with heroic 
figures rather than ordinary men. In the Hymn to 
Apollo, for example. the god proclaims, shortly after 
his birth, that the kitharis and the bow will be ever 
dear to him (h. Hom. 3.131). Later in the poem 
(201ff.) he plays his instrument for a dance of several 
goddesses while the Muses and his sister Artemis sing; 
‘he himself keeps time to his own music with a high- 
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stepping movement.” (The poet describes Apollo as 
wearing a "well-spun chiton,” a robe that is part of 
the costume in which he appears, as musician, on 
many later vase paintings; see also fig. 4.) The music 
of the kitharis is also apparently spoken of by Sappho 
in a description of the wedding reception at Troy for 
Hector and Andromache; although the passage is 
badly fragmented, it seems to describe a scene of re- 
joicing as Hector and Andromache arrive іп a chariot 
while “the sounds of the sweet-melodied aulos and the 
kitharis (?) were mixed together, along with the noise 
of krotala (castanets)."?? 

The noun kitharis seems to retain its Homeric as- 
sociations even in literature of substantially later date 
than Homer. In the Hymn to Hermes, for example, 
after the tortoise-shell lyre invented by Hermes has 
been presented to Apollo, it is always referred to as 
either kitharis or phorminx, the proper Homeric 
names for Apollo's instrument.™ The verb kitharizein, 
on the other hand, is found in a wider range of contexts 
than it had in the /liad and Odyssey, in which, as we 
saw in chapter 1, it was used in reference to the playing 
of the phorminx. In the Archaic period, the verb 
clearly means "to play a stringed instrument" of any 
type.” Sometimes it is used by itself, as when the Tro- 
jan Anchises plays while wandering over a pasture 
where he encounters Aphrodite (in disguise), with 
whom he subsequently begets Aeneas (h. Hom. 5.80). 
But its wider application is demonstrated in the Hymn 
to Hermes, where it is used in connection, not with 
the phorminx, but with the instrument described as 
being made from a tortoise shell. 

Kitharistes, a derivative of the Homeric term kith- 
aris, appears for the first time in the Archaic period. 
The word first occurs in Hesiod and Alkman, where 
it designates a professional musician who enjoys the 
patronage of Apollo and the Muses and who, like the 
Homeric aoidos, plays at feasts and dances. This early 
kitharistes must be distinguished from his more fa- 
miliar fifth- and fourth-century descendant of the same 
name, whose function was primarily to teach school- 
boys how to play and sing to the lyre. 

Hesiod, in his account of the Greek gods, says that 
kings derive their authority from Zeus but that 
"singer-men" (andres aoidoi) and kitharistai are under 
the patronage of the Muses and Apollo (Th. 94.96). 
He speaks also of the therapeutic power of the Muses’ 
gift, which enables the aoidos to cheer up a grieving 
man by singing of the gods and the deeds of men of 
former times (Th. 100). The association that Hesiod 
makes in this passage of the Theogony between the 
aoidos and the kitharistes is found again in a Hesiodic 
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fragment which speaks of aoidoi and kitharistai who 
sing laments for Linos at feasts and dances." 


The honored position of the kitharistes in early 
Sparta is revealed in a short fragment from Alkman 
(fr. 38 PMG), which says, "As many as our youths 
are, they all praise the kitharistes,” by which Alkman 
presumably means people such as himself. The same 
sentiment is found in another of his fragments (41 
PMG), which contains hints both of Sparta's early in- 
terest in military achievement and of her lesser known 
cultural values in the Archaic period; the poet claims 
that “good lyre-playing rivals iron weapons.” 

Another kitharistes whom we know by name, of a 
later date than Alkman, is Arion of Lesbos (fl. 625 
B.C.). Arion had a professional status at the court of 
Periander in Corinth during the height of that city's 
prosperity, in the last half of the seventh century. 
The great fifth-century historian, Herodotus, relates 
Arion's legendary rescue from mutinous sailors, dur- 
ing which a dolphin, charmed by his music, was sup- 
posed to have transported him back to the Greek 
mainland.» To be sure, Herodotus describes Arion as 
a kitharoidos (kitharode) rather than a kitharistes. 
Kitharoidos, which does not appear until the fifth cen- 
tury, combines the ideas that Hesiod had expressed 
with two separate words, kitharistes and aoidos; kith- 
aroidos becomes the standard term among authors of 
the Classical period for one who sings to his own ac- 
companiment. Arion’s birth in the East (Lesbos) and 
subsequent career on the mainland provide yet an- 
other example of the westward movement of musical 
ideas and practices during the Archaic period. Al- 
though much of his achievement scems to have dis- 

appeared into the realm of legend, there can be no 
doubt that he was, as Herodotus says, the most famous 
musician of his time. 

The most familiar of the terms derived from the 
Homeric word kitharis is kithara, which is in turn the 
ancestor of the names zither and guitar” There is, 
however, no definite evidence that the word kithara 
had come into use during the period before 525 В.С. 
The only author of this period in whose work the word 
occurs is Theognis, and the particular poem 1n which 
it occurs can be almost certainly dated to about 
490 в.с.: 


But you [Phoibos Apollo] keep off the insolent 
army of the Medes MN 
From this city, so that the people, in rejoicing 
When spring has come, may sacrifice famed 

hecatombs, 


и 


Delighting in the kithara and in lovely 
merriment, 

With dances and joyful shouts of paeans around 
your altar. 


(Thgn. 1.775-78) 


avros дё отоатд» ?Во‹отђу Mijóov axéouxe 
rijoóe 2óÀeos, iva aoi даоі £v EvpoootvI 

оос éxegyoy£vov xÀtitàc лёилф о' ёхатбиВас 
teomdpevor хадар xdv ёрат: alim 

zaiávov te yogoio' іаҳђіаї тє оду лєої Вшибу' 


Although scholars dispute whether or not the poem in 
which the passage occurs was really written by Theog- 
nis, most are agreed that the reference to the Medes 
must have to do with the Persian invasions of the 
Greek mainland. Because the Persians did not attack 
the mainland until 490 g.c., this passage cannot have 
been written much before that time.” The word kith- 
ara is thus not attested in Greek literature before ap- 
proximately 490 в.с. By that time, all the kinds of lyres 
common in the fifth century have already appeared in 
the vase paintings, including the large, flat-based lyre 
identified, on the basis of evidence of the later fifth 
century, as the kithara. Although definite evidence is 
lacking, there is reason to assume, as we shall sec in 
chapter 3, that this instrument, already known from 
visual evidence as early as the seventh century, was at 
first called by the old Homeric names Kitharis and 
phorminx, and that it was not until toward the end of 
the fifth century that these names were supplanted by 
the new word, kithara. 


Representations of the Kithara in Archaic Art 


Lyres with flat bases, in various sizes and shapes, ex- 
isted in both Egypt and Asia Minor long before the 
kithara appeared on Greek soil, and it would be ar- 
guing against common sense to hold that the Greek 
instrument was a complete reinvention of the flat- 
based lyre.” But aside from this one feature, its shape 
bears little resemblance to most of the Egyptian and 
Asian instruments, which tend to have asymmetrical 
arms. 

Our first glimpses of the specifically Greek form 
of this instrument shape, later to be called the kithara, 
come from the late eighth century: the heart-shaped 
instruments depicted on two lute-Geometric Attic 
vases (Athens 18542 and Copenhagen 9367, chap. 1 
fig. 8); a definitely flat-based instrument scen on a vase 
sherd in Athens from the Argive Heraion; and a relief 
from Karatepe, all discussed in chapter 1. Indications 
of the existence of the kithara continue to be rare in 
the seventh century; in fact, there are only three items 
that can be cited: an instrument depicted on a sub- 


Geometric-style krater (wine-serving bowl) from Pi- 
tane on the coast of Asia Minor near the island of 
Lesbos; the instrument shown on a fragment of a large 
pot in Orientalizing style from the island of Delos (fig. 
7); and one finely engraved on a bronze back plate 
found at Olympia (fig. 8). 

The first of these, from Pitane, dates from early in 
the century and presents, according to a drawing pub- 
lished by Ekrem Akurgal, a seven-stringed instrument 
with a slim, tapered soundbox and a flat base.? Its 
crossbar has knobs and kollopes, but its arms show no 
sign as yet of the ornamental design of the inner edges 
that gradually appears later, and above the crossbar 
the arms bend outward sharply in a way that recalls 
the instrument on the Old Smyrna dinos (festive wine 
bowl; fig. 1). The instrument on the sherd from Delos 
(fig. 7), made before the middle of the seventh century, 
lacks its base, which has been broken off; but what we 
can see closely resembles the shape of the later kith- 
ara. The arms continue, wide and straight, for some 
distance above the crossbar, which has knobs, and 
there are seven strings. The arms are decorated just 
below the crossbar with a white square with a dot in 
the center on cither arm—not the ornamentation used 
in the later standard kithara design but a sign of the 
kind of elegance of construction associated with that 
instrument. Below this the arms curve out before they 
reach the soundbox, giving the instrument much the 
same outline as that of the later kithara. Like the lat- 
ter, the instrument is held upright, by a bearded man 
with long hair whose hand appears behind the strings. 
The man, and the woman who can be seen on the 
right, probably represent Apollo and Artemis, not 
only because the two of them (and the lyre) are so 
often found together but because this fragment comes 
from the sacred island of Delos, their mythological 
birthplace. 

Apollo, who now begins to be represented as a 
beardless young man, can be seen again with the kith- 
ara in the only example currently available from the 
second half of the seventh century, the scene engraved 
on the bronze back plate from a warrior's armor (fig. 
B). possibly made in the Aegcan islands but found in 
the river Alpheios at Olympia, and now in the Olym- 
pia Museum.* On it there are six figures. Behind 
Apollo are two female figures, probably goddesses in 
this case rather than Muses; the two intended may be 
Artemis and the mother of Artemis and Apollo, Leto. 
Facing Apollo is a bearded man in elaborate costume, 
probably Zeus, and behind him are two beardless men 
in simpler garb, who may also be deities; but none of 
the figures except Apollo with his kithara has any 
identifying attributes. 
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The kithara itself, seen here in back view, is re- 
markable because it has all the features, including the 
ornamentation of the inner edges of the arms, that we 
recognize as belonging to the kithara of the Classical 
period. The crossbar is furnished with knobs and seven 
kollopes, the latter seen above and below the crossbar, 
with the seven strings wrapped around them alter- 
nately above and below in a figure-eight pattern. The 
arms stand tall and straight above the crossbar, though 
they are neither as tall nor as wide as those of the 
kithara of later times. Below the crossbar each arm 
has a scroll or volute, the upper part of the elegant 
ornamental design of the inner edges. Just below the 
scroll a small point protrudes toward the strings, curv- 
ing away again underneath; and farther down is a 
larger point, more elaborately constructed. The sling 
that allows the player to support the instrument with 
his left wrist is clearly visible. Attached to it (or 
formed by its free ends) is a “sash” that hangs next to 
the outer side of the soundbox. Next to the strings (in 
an unusually high position to make it visible) the play- 
er's right hand can be seen busy with the plektron, 
which has its cord attached to the base of the sound- 
box. The decorated cloth that Apollo seems to have 
over his shoulder reminds us of the cloth that custom- 
arily hangs down from behind the instrument in the 
front-view portrayals of the sixth and fifth centuries 
(see, for example, chap. 3, fig. 9). This cloth may have 
served to protect the instrument from wear and to 
cushion it against the player's arm and chest, and may 
also have provided a cover for the instrument when it 
was not in use. Such a cloth is not seen, even in later 
times, with the lyra or barbitos, and only rarely with 
the phorminx. 

Representations of the kithara remain compara- 
tively rare in the first half of the sixth century, though 
they are more often found than paintings of the phor- 
minx. Most of the available objects come from main- 
land Greece, but there are individual items from the 
islands of Cyprus and possibly Lemnos, and from the 
Anatolian coast. 

The most famous of the early sixth-century rep- 
resentations of the kithara appears on a black-figured 
dinos (fig. 9a, London 1971.11-11), signed by the first 
Athenian artist whose name is known to us, Sophilos, 
who worked between 580 and 570 s.c. The scene is a 
procession of chariots bearing gods and goddesses to 
the marriage of Peleus and Thetis. Apollo shares his 
quadriga (a four-horse chariot) with the god Hermes, 
and behind their horses walk three of the Muses (there 
is no doubt as to who they are in this case, for all the 
figures on this vase are identified by inscriptions).“* 
Parts of the dinos are missing, and the top of the kith- 
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ara has been lost. But enough of it remains to show 
that the inner edges of its arms were ornamented much 
as in figure 8, that it had six strings, and that there 
was a sling for the left wrist and a sash hanging down 
beside the instrument (it looks like a long fringe). As 
in very nearly all the examples of the kithara that we 
will see, the instrument is held upright. The left hand 
is just visible behind the strings, slanted out, while the 
right hand holds the plektron out just beyond the 
Strings, near the center of the soundbox, in one of the 
poses frequently seen in later times. The instrument 
seems quite large, but its size is difficult to estimate 
because of the missing section. 

A vase that may be approximately contemporary 
with the Sophilos dinos, Athens 19272 (fig. 9b), a kra- 
ter that may come from the northeast Aegean island 
of Lemnos, shows, by contrast, a small and rather un- 
developed-looking version of the kithara. Although 
the surface of the vase is badly worn, the scene is fairly 
clear, as is the outline of the instrument. It is held by 
a man with long hair wearing a short costume that 
leaves his legs bare. For once the instrument is not 
held upright—it is tilted out at about a 45° angle. But 
it does not appear to be played; the man is holding it 
while he kneels and reaches out to receive a wreath, 
it seems, from an imposing (female?) figure seated on 
the right. A few details of the kithara (for this is 
clearly what it is) are visible: the arms, slender but 
straight in the upper section; a knob at the left end of 
the crossbar; faint kollopes along the crossbar; deco- 
ration along the inner edges of the arms below the 
crossbar (simpler, and not of the same design as that 
in fig. 8); the sling for the left wrist; the plektron (in 
the player's right hand, which also seems to reach for 
the wreath); and the plektron cord looped over the 
player's right arm. This instrument, like the one on 
the dinos by Sophilos, has six strings. . 

From the Sikyonian Treasury at Delphi there is à 
marble relief (fig. 9c) carved in about 560 s.c that 
depicts two kithara players, apparently Orpheus and 
perhaps Amphion, on board the ship Argo. In front 
of its prow are two mounted horsemen, the Dioscuri, 
Castor and.Pollux. The scene corresponds, except for 
the second kithara player, to the story of Jason's quest 
for the golden fleece as told in the second century B.C. 
by Apollonios Rhodios in his Argonautica (1.494 and 
elsewhere).* Although the figures are extremely worn 
and damaged, the relief is of considerable interest for 
Our purposes because it shows us a side view of the 
two kitharas, We learn with the help of this relief of 
the great depth of the soundbox of the kithara, and of 
its bulging back, over which the player's left arm must 
lie. The soundbox, broader at the top than at the bot- 
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tom, was certainly deep enough to make this an in- 
strument of substantial resonance. 

Of the remaining objects that come from the first 
half of the sixth century, only one, a fragment of a 
black-figured vase made near the middle of the century 
(Athens Nat. Mus. Acr. 2203) is detailed enough and 
well-enough preserved to merit close attention (fig. 
10). The elaborateness of the costumes makes us 
think of a marriage celebration; the fragment includes 
part of a high, ornate bed on the far right, and a 
woman on the far left (the bride) holds out her veil. 
The remaining figures are two women, a child, an au- 
los player, and the player of the kithara. 

Part of the instrument is missing, so that we cannot 
tell how the upper arms or ends of the crossbar might 
have looked—and this is especially unfortunate be- 
cause the rest of the instrument is unusual, both in 
general outline and in the design of its ornamentation. 
Some aspects are familiar: the player holds the plek- 
tron just beyond the (eight) strings, about halfway up 
the soundbox; the plektron cord is attached to the 
lower string fastener, a rectangle visible at the bottom 
of the soundbox. Just above it, a line across the strings 
indicates that there is a bridge, and from behind the 
instrument falls the kithara "cloth" mentioned in con- 
nection with earlier examples. The line between the 
outer arm and the soundbox may indicate the attach- 
ment of a sash. 

When we turn to the representations from the third 
quarter of the sixth century, we find that their number 
has increased markedly, partly because the kithara 
now appears in a number of figured scencs that are 
frequently painted by Athenian artists. Most of the 
nearly thirty available cxamples depict gods and god- 
desses, who are sometimes identified by inscriptions 
as well as attributes, and include Apollo as kitharode 
(kitharoidos): Apollo at the birth of Athena (fig. 11), 
Apollo with Artemis and/or Leto, Apollo in the 
procession bringing Heracles to Olympus, or Apollo 
accompanying a quadriga procession. In the latter. it 
may be a wedding procession, with figures such as 
Zeus and Hera or Heracles and Hebe in the chariot, 
but other paintings show Apollo accompanying Athe- 
na's chariot or that of Dionysos. The god with the 
kithara can also be seen in the company of Hermes, 
Athena, Dionysos, Poseidon, and Zeus in various 
other scenes. He is portrayed in elaborate full-length 
costumes made of embroidered or patterned cloth and 
is usually beardless to indicate his youth; but there are 
still some paintings in which he appeurs as a mature 
man with a beard. 

In two vase paintings, London B 139 and B 260, a 
kithara player stands between two columns, on top of 
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which sit cocks or (on the latter vase) sphinxes, per- 
haps symbols of festivals at which kithara contests took 
place (B 139 is a Panathenaic vase, with the figure of 
Athena on the reverse, also between columns sur- 
mounted by cocks). Here the players may stand for 
Apollo, but they may also represent contest winners 
(see chap. 3). There is only one scene in which we 
may be sure that the player is not meant to be Apollo: 
in a komos (rowdy procession) scene on a vase in 
Boeotian rather than Athenian style, on which nude 
dancers are accompanied by a kithara player who is 
also nude (Thebes R.50.265). 

The kithara player, in all the paintings in this 
group, is standing or walking, holding the instrument 
upright or tipped only slightly away from him or to- 
ward him. His left wrist is in the sling, his left-hand 
fingers straight and separated, with the thumb straight 
out or bent over in front of the palm as though pluck- 
ing the strings (the movement of the whole hand is 
restricted by the necd to brace the instrument by 
means of the sling around the wrist). In this period 
there are not yet any paintings in which the fingers are 
bent or curled. The right hand, in scenes where the 
instrument is actually being played, holds the plektron 
beyond the strings or at the outer edge of the sound- 
box, near the bottom of the instrument or as much as 
halfway up the front of the soundbox, giving the 
impression that the player has just completed an out- 
ward sweep across the strings. No other pose that sug- 
gests playing can yet be observed. 

The instruments themselves still show a consider- 
able amount of variation in size and number of strings, 
and a lesser degree of variation in fittings and oma- 
mentation. Most of them are about twice as tall as the 
length of the player's forearm, and anywhere from 
two-thirds to three-fourths as wide as they are high.” 
Most of the instruments have seven strings, but a fair 
number (one-third as many) clearly have only five, and 
a few have either six or cight or do not have visible 
Strings. 

The fittings and ornamentation shown in figure 11 
may be taken as typical, though only the tips of the 
upper arms are white (often the upper arms are en- 
tirely white, almost certainly an indication of ivory 
facings), the decoration of the inner arms comes to a 
rather exaggerated point, and there is no visible bridge 
or sash. We can see the two knobs on the crossbar, 
the kollopes and six strings, the wrist sling, the plek- 
tron and its cord attached to the lower string fastener, 
and the cloth, with horizontal bands on it, hanging 
close against the players mantle. The scene shows 
Apollo playing at the birth of Athena. The small, 
armed figure emerges from the head of Zeus, who sits 
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clutching his thunderbolts; behind Apollo is the god 
Hermes with his winged boots, and opposite stand Ei- 
leithyia, goddess of childbirth, and Ares, god of war. 


Appearance of the Terms Lyra and Chelys 


There are several terms related to stringed instruments 
that appear for the first time in the literature of the 
Archaic period. An important one is the name lyra, 
which is first found among the fragments of Archilo- 
chos. Although a few etymologists have attempted to 
show that it is of Indo-European origin, lyra was prob- 
ably, like most of the other names for stringed instru- 
ments, borrowed into the Greek language from some 
non-Indo-European tongue of the Mediterranean 
area. Since evidence from the fifth century indicates 
that the word lyra is generic, that is, that it refers to 
any instrument of the lyre family (see chap. 4), we 
must remember in discussing the following references 
from Archaic literature that we do not always know 
what specific type of lyre the author has in mind. 

The earliest reference to lyra is in a poorly pre- 
served fragment of Archilochos that was found on a 
first-century B.c. inscription on Paros, the island of the 
poet's birth. The inscription recounts various of Ar- 
chilochos' exploits, but the lines in which the lyra is 
mentioned appear to be introduced as the poet's own 
words, not those of his biographer.’ Although the con- 
text is unclear, the lines apparently speak of efforts on 
the part of the Greeks to appease the rebellious Thra- 
cians (who resented Greek incursions into their terri- 
tory) with gifts of gold. As part of this mission of 
peace, the leader of the expedition seems to have 
taken along with him “теп who sounded well (?) the 
aulos and lyra,” perhaps to sweeten the occasion with 
music.* 

Another seventh-century reference to the lyra is to 
be found among the fragments attributed to Alkman 
(fr. 140, PMG), in the form kerkolyra. According to 
a Byzantine authority, this unusual word is another 
form of krekolyra, an onomatopoetic effort to imitate 
the sound of the instrument.? But it seems more likely 
that the first part of the word should be connected with 
the verb krekein, "to pass the shuttle across the 
threads,” and hence by association of images (of which 
more will be said later) “to strike a lyre with the plek- 
tron"; krekolyra may simply refer to the playing of a 
Stringed instrument.“ 

References to the lyra become increasingly com- 
mon among the fragments of sixth-century authors. 
Stesichoros of Sicily, for example, in a traditional ap- 
peal to the Muse, says: 
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Come, o clear-voiced Muse, Erato, begin your 
song, 

Voicing to the beautiful lyra melodies about the 
children of Samos.5 


(fr. 278, PMG) 


Gye Movoa diver’ čotov догдас̧ teoarav Üuvovçt 
Zauíov леді ла{дшу ёоотйи $0tyyouéva Абоси. 


Among the many references to instruments in the 
fragments of Sappho's verse there are two that speak 
of the lyra. One occurs in the form of an epithet ap- 
plied to Apollo in the long fragment about the wed- 
ding reception of Hector and Andromache (44.33 LP), 
in which men call upon Paeon (Apollo) "the far- 
shooter and well-lyred" (eulyros). The other appears 
in what seems to be the first line of a poem, in which 
she is perhaps describing the sound of her instrument 
as the poem begins (most of the line is missing, but 
all the letters in the word Југа are clear).5* 

Three lines preserved from the opening of the 
anonymous Margites refer to an aged bard (aoidos) 
who comes to Kolophon in lonia, lyre in hand: 


An old man, a divine singer, came into 
Kolophon, 
A servant of the Muses and of far-shooting 
Apollo, 
Holding in his hand his beautiful-sounding lyra. 
(fr. 1, Allen) 


MAGE тс elc КоЛоффуа yépuv xai ioc doióóc, 
Movoáov begdnwy xai éxnfólov 'АлдААшуос, 
Фу Eywv ev yeoaiv єйфбоууоу Aígav. 


The date of the poem, a parody of heroic epic, is dis- 
puted. The language of the fragment, except for the 
reference to lyra, echoes the older poets: the “divine 
Singer” is reminiscent of Homer, and the notion of a 
singer as the servant of Apollo and the Muses recalls 
Hesiod. But since Aristotle (Po. 4.7) regards the poem 
as the mother of comedy and since the hero seems to 
have been a blundering dimwit, it is reasonable fo con- 
Clude that the author is a later writer who is deliber- 
ately parodying his serious predecessors, while con- 
sciously or unconsciously calling the singer's instru- 
ment by the contemporary name lyra rather than the 
Homeric name phorminx.? : f 

The lyra is also described by this same epithet, 
“beautiful-sounding” (euphthongos), in a couplet in 
elegiac meter from the corpus attributed to Theognis. 
The poet exclaims: 


I rejoice in good drinking, listening to the 
aulos player’s tune. 


I rejoice holding my beautiful-sounding lyra 
in my hands. 
(Thgn. 1.533-34)% 


Хао 0' єў ліушу xal ia’ avinnigos йхойшу, 
xaípo д' єўрфоууо> ycool Avonv дуёшу». 


This passage has rightly raised questions about the 
traditional assumption that all poetry in elegiac meter 
was accompanied exclusively by the aulos. Theognis 
Seems to indicate that he might accompany his own 
drinking songs in the elegiac meter with his lyra, per- 
haps in addition to aulos accompaniment.” Another 
poem in the same collection, a lament on the depri- 
vations imposed by death, also associates lyre music 
and aulos playing with drinking: 


No man, once the earth has covered him over 
And he has gone to Erebos, the house of 
Persephone, 
Takes pleasure in hearing the lyra or the aulos 
player 
Or in raising to his lips the gifts of Dionysos. 
(Thgn. 1.973-76) 
Ovdeic дудофлоу, бу лрфт' ёлі yaia xaAóym 
еіс т "EgeBos хоатаВі:, óduara Пєроєфбутс, 
тёолєтап obre 2б0пс ойт' аййзутйоос ёхобшу 
obte A«vvícov dag" ѓлағобиғуос. 


The lyra is also connected with Dionysos in the 
lines of a charming Attic drinking song (skolion) of 
uncertain, possibly late sixth-century date: 


O that 1 might become a beautiful ivory lyra 
And that beautiful youths might carry me into 


Dionysos' dance. 
(fr. 900, PMG)* 


ele Aga холд) yevoiunv eedavrivy 
xaí pe xahoi лаїдєс pépoiev Atovicioy ёс ҳорбу. 


It is unlikely, to be sure, that the song refers to a lyre 
literally made wholly of ivory; the epithet elephantinos 
simply shows that instruments of the Archaic age, like 
those of Homer's time, might be ornamented with 
ivory. This detail can be verified by reference to vase 
paintings of the kithara from the third quarter of the 
sixth century; a number of these have white paint on 
the upper arms, on the decorative design on the inner 
edges of the arms, and occasionally on the knobs; 
some vases have only small touches of white on some 
part of the decoration.*! 

The presumably sixth-century Homeric Hymn to 
Hermes tells of the “invention” of the chelys-lyra by 
the infant Hermes. The baby god, having stumbled 
across a mountain tortoise, proceeds to make it into a 
musical instrament and says (as Homer did about the 
phorminx in Od. 8.99, 17.270-71) that it will be 


exmpanion to the feast. The transformation of a tor- 
(chelys) is described as follows (in a literal prose 
translation): 


Turning it over, with a knife of grey iron he 
scooped out the marrow of the mountain tor- 
toise. . . . Then he fixed in place stalks of cane, 
cutting them in measured length, piercing the back 
of the tortoise through its shell. All around he 
stretched the hide of an ox, relying on his wits, and 
he fit the arms into place, and joined the crossbar 
to both, and stretched seven tuneful strings of 
sheep-gut. When he had built his lovely plaything, 
he picked it up and touched the strings with the 
plektron, trying out a tune. The instrument re- 
sounded marvelously. 
(h. Hom. 4.41-54) 


EvO’ дуалтлйоас yAvóávo лоАоіо о!дтооъ 
а{шу' éerdonoev ópgtoxooio xyeÀóvuc. . . . 
лїў$є д' do’ èv иётооо! тарифу дбуахас хайадоо 
лєрђуас дїй võta дй uoto yedwvns. 

duoi дё дёода тйуиоок Bods 1oaxíócaow ёђон, 
xai anyets évéOnx', ёлі òè бууду ђоаоғу дрфоіу, 
ёлта дё ovuQávovg dtwv ётаубооато xoodas. 
айтао ёлєї дї tevée фёошу ёоатиуду Gbvona 
л}л]хтош ёлкр!тї$Е xarà uéloc, rj д' олд ҳғодс 
autpóaÀéov xováflgac 


In addition to a soundbox made of a tortoise shell 
„хоуетей with leather, other important technical fea- 
ures emerge from this description: 


1. the donax (line 47), cane or reed, whose exact 
structural function is uncertain (see below); 

2. the pecheis (line 50), or arms of the lyra; 

3. the zugon already known from Homer (line 50), 
the crossbar or yoke across the upper ends of 
the arms, to which the upper ends of the strings 
are attached; 

4. the plektron (line 53) with which the strings are 
struck (already mentioned in the earlier Hymn 
to Apollo); 

5. seven strings (line 51) made, just as in Homer, 
of sheepgut. 


Some commentators have thought that the stalks 

cane which Hermes cuts were used to form the in- 
strument’s bridge, while others argue that they might 
have provided some sort of internal support (roughly 
analogous to the function of the modern soundpost) 
or that they somehow secured the strings at their lower 
ends (like the modern tailpiece on a violin). The holes 
cut symmetrically in the backs of tortoise shells (re- 
constructed from fragments thought to date from the 
Archaic period) in the museums at Argos and Athens 
(the latter from Vassae). which may have been chelys- 
lyra soundboxes, correspond nicely to the description 
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of Hermes piercing the tortoise shell and fixing the 
pieces of cane in place, but we still cannot be certain 
precisely what structural purpose the cane served.?? 
Cane can form a tough substance, especially if it 
comes from the lower portions of the stalk, so that 
none of the proposed suggestions can be ruled out on 
the basis of unsuitability of the material. 

The material for the pecheis, or arms, of the lyre 
is not mentioned in the poem. Nor does the poem 
provide any further details about the zugon or plek- 
tron beyond what is already known from Homer or the 
Homeric Hymn to Apollo. We do, howver, have here 
the earliest literary reference to the use of seven strings 
(except for the probably spurious fragment of Terpan- 
der discussed above). Allen and Sikes have warned of 
the dangers of trying to date the poem on the basis of 
the allusion to seven strings and to their supposed *‘in- 
vention" by the seventh-century Terpander. As they 
point out, "the writer could not have attributed the 
seven strings to Hermes had not the [instrument] been 
long established in that form." Gods are not made 
to invent new things but only those that tradition and 
the passage of time have rendered acceptable. 

In the poem, the tortoise shell lyre that Hermes 
constructs is called several times simply “tortoise,” 
chelone or chelys (the earliest use of these words to 
designate an instrument), and once “lyra” (line 423), 
as well as "phorminx" and "kitharis" when it is as- 
sociated with Apollo. The close connection between 
the word lyra and an instrument whose soundbox is 
made of tortoise shell might be thought to be con- 
firmed by an Archaic vase painting in which the artist 
has inscribed the word /уға next to just such an in- 
strument (fig. 12).* Later evidence indicates, however, 
that the word lyra is generic in that it can refer to any 
instrument of the lyre type; and as we have seen, it is 
probable that the word carries such a meaning even in 
this early period as well. 


The Chelys-Lyra in the Visual Arts 
of the Archaic Period 


Instruments with soundboxes made of tortoise shells, 
or in the shape of a tortoise shell, are first found on 
three Attic Geometric- and sub-Geometric-style pots: 
two hydriai (water jars) and a fragment of a third vase, 
probably also a Aydria, from the end of the eighth 
century and the beginning of the seventh. All three 
vases show essentially the same scene: on Athens 313, 
the “‘Analatos Hydria" (fig. 13а), for example, there 
is on the right a row of women in long skirts holding 
hands and carrying leafy branches, while on the left 
there is a row of men with branches holding hands, ` 
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and in the center, a man who holds the chelys-lyra.'* 
They appear to be taking part in a stately processional 
dance of a ritual nature. 

The chelys-lyra itself is as schematically drawn as 
one might expect in Geometric style. Its soundbox is 
more or less round (only Cambridge M.C.A. 345 gives 
it a more defined tortoise-shell shape), its arms are 
straight and angled away from each other, and the 
crossbar is set into them with its ends free (only on 
Athens 313 are there knobs on the crossbar). Two of 
our examples have five strings, and the strings are not 
indicated on the third (Athens Agora P 10154). The 
chelys-lyra in figure 13a has, in addition, crosspieces 
decorating the tops of the arms of the instrument. In 
this painting, in which the instrument is held tipped 
out at about a 45° angle, the player's left hand is visible 
behind the strings, but damage to the vase prevents us 
from seeing all of the right hand that holds the plek- 
tron. 

Only one other source of seventh-century repre- 
sentations of the chelys-lyra is known to us at the pre- 
sent time. In the course of excavation of the temple of 
Artemis Orthia at Sparta, some half-dozen small lead 
votive objects, made to depict the chelys-lyra or play- 
ers of the chelys-lyra, were found among the thou- 
sands of similar lead offerings unearthed in the area 
around the temple. Four of the objects are from the 
group identified as belonging to the years from 700 to 
635 B.c.; the remaining two, made between 635 and 
600 s.c., follow patterns from the older group.” 

The most informative of the lead objects is one that 
consists of a chelys-lyra alone, without player, for here 
the instrument itself is large enough to offer a view 
not only of the tortoise-shell markings (it presents the 
back of the chelys), but of the remains of seven strings 
(fig. 13b).9 These appear to have been fastened at the 
crossbar around kollopes that must have represented 
leather rolls with small sticks placed at right angles to 
the crossbar (sticks were used for this purpose, in 
much earlier times than this, in both Egypt and Asia 
Minor). The arms of this chelys-lyra curve out as they 
rise from the soundbox, then come closer together 
again at the crossbar, the shape commonly known 
from paintings of later periods. 

Another lead figure from the early group, а player 
holding a chelys-lyra in front view (fig. 13c), allows us 
to see the rectangle with rounded corners, Just above 
the bottom edge of the soundbox, that indicates the 
lower string fastener.” К 

One other class of objects from the excavation of 
the temple of Artemis Orthia is related to the history 
of the Greek lyres in general—the group of at least 
three ivory or bone objects, dating from the eighth to 


37 


the sixth century B.c., that may be actual plektra (fig. 
13d). These objects, the size and shape of small 
broad-bladed knives without handles, are about 3% 
inches long and have from six to nine small holes in 
the narrow end, which also has small hook-like pro- 
trusions. It is likely that both holes and hooks were 
intended as means of attaching a handle, probably of 
leather. 

In the early sixth century, vases with paintings of 
scenes that include the chelys-lyra once again become 
available, and in a surprising abundance. Corinthian 
influence is strong in the early part of the century: two 
of nine vases definitely dated before 550 в.с. are from 
Corinthian workshops, and several of the others, early 
examples of Athenian black-figured pottery, are imi- 
tations of Corinthian style and subject matter. For ex- 
ample, a Corinthian krater, Paris E 629 (fig. 14a), is 
decorated with a banquet scene, men and women re- 
clining on couches with tables bearing food before 
them, and several chelys-lyres hanging on the wall be- 
hind, symbols of music to come later in the festivities.” 

Other scenes on vases in this early sixth-century 
group include a wine-drinking party (fig. 14b), two 
paintings of processions (one also shows two sets of 
auloi), two paintings of the story of Theseus (Theseus 
fighting the Minotaur and Theseus’ victory dance [fig. 
14c]), a painting of a chelys-lyra player between two 
sirens (birds with the heads of human females [fig. 
14d]), and a painting of a chelys-lyra hanging on the 
wall behind a bed on which lies a bearded man wearing 
a wreath (fig. 14e).7 Because the body of the man in 
this last painting is so completely shrouded and be- 
cause the chelys-lyra is present, it has been suggested 
that the scene depicts a poet on his death bed. 
Whether or not this is accepted, it seems clear that 
the chelys-lyra serves to some extent as a symbol, as 
it does in the painting with the sirens (who are them- 
selves symbols, both of beautiful music and of death, 
and appear as funeral monuments now and again hold- 
ing lyres).” . 

The instrument on the “siren” vase (fig. J4d) is 
unusual in several respects: it is much larger than the 
chelys-lyra ordinarily appears, it has knobs on the 
crossbar (an uncommon feature for the chelys-lyra), 
and its bridge appears above the top edge of the 
soundbox, probably in an effort to make visible in sil- 
houette a detail that really belongs about halfway 
down the soundbox. . 

In the drinking-party scene on Athens Kerameikos 
2869 (fig. 14b), the chelys-lyra shown is peculiar in the 
way it indicates the fastening of strings to the crossbar. 
The crossbar, with bumps along it (kollopes) is painted 
in black, but a fine crisscross pattern has been incised 


all over it, presumably to indicate the way the strings 
are wound on—and these were wound on thoroughly! 
The strings on the instrument in the banquet scene on 
Paris E 623, however, are more efficiently fixed in fig- 
vre-eight-like patterns around the kollopes that stand 
at right angles to the crossbar. 

Because many of these scenes show a back view of 
the chelys-lyra, and other paintings are too small or 
too damaged to show details clearly, we find only two 
vases with instruments on which a bridge can be seen, 
the “siren vase," Heidelberg 68/1 (fig. 14d), and Flor- 
ence 4209, the famous “François Vase" on which The- 
seus’ victory dance is painted (fig. 14c). Theseus, the 
legendary Athenian hero. seems to have acquired his 
association with the lyre through accounts (now lost) 
of this scene in which he and his companions celebrate 
their liberation, for even in the paintings showing him 
killing the Minotaur, someone stands next to him hold- 
ing his chelys-lyra for him (fig. 12). 

Representations of the chelys-lyra dating from 
about the middle of the century repeat some of the 
scenes already discussed: Theseus and the Minotaur 
(fig. 12), the partakers of a banquet, komasts (revel- 
ers) at a drinking party, and musicians accompanying 
a row of female dancers. But there are details that 
have not been seen before, and there are new scenes 
too. One of these, in which Nereids mourn over the 
body of Achilles (fig. 15a), is quite unusual, for lyres 
do not ordinarily appear in funeral scenes and were 
Not customarily used, as we know, for accompanying 
funcral laments (see chap. 4). But the chelys-lyra is 
not played in this scene, it is only held by one of the 
Nereids. The lyre once again serves as a symbol: this 
time, along with the armor beneath the couch, it ap- 
parently symbolizes Achilles himself. for he is de- 
scribed as a lyre player in a famous scene in the Iliad 
(chap. 1). The instrument shown in this painting is 
remarkable in two respects: first, because it has nine 
Strings, clearly incised, and second, because its chelys 
soundbox has such a strange shape, possibly achieved 
by carving the tortoise shell, since this is not likely to 
have been its normal shape. Notice the clear details at 
tbe joining of arm and crossbar: we can see that the 
crossbar sits in notches cut into the arms of the in- 
strument (the front edge of the notch has been 
trimmed to a point). 

Other scenes in the mid-century group are less sur- 
prising but still include features not seen earlier. On а 
lekythos (oil vase). New York 56.11.1 (fig. 15b). a row 
of women take part in a dignified dance (probably a 
wedding dance. since the main scene on this vase is a 
wedding processton) accompanied by a chelys-lyra 
player. Neither instrument nor player is unusual, but 
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the player is seated, the first example of a seated lyre 
player among the representations from the Archaic pe- 
riod, though we did encounter seated players in chap- 
ter 1. On Paris E 861 (fig. 15c), we find not one but 
four players of the chelys-lyra, bearded men with long 
hair wearing mantles who appear to be dancing; the 
second and fourth figures, with one knee lifted, cer- 
tainly are. The instruments in this scene, which appear 
to have small cloths hanging behind the soundbox, 
have oddly placed lower string fasteners located more 
than halfway up the front of the soundbox.”* 

Semiprecious stones (cornelian, jasper, and the 
like) with figures cut in them (to be reproduced in 
relief when the stone is pressed on clay or wax) were, 
as we have seen in chapter 1, quite common in ancient 
times in the Aegean world; and various scenes showing 
lyres of one kind or another were among the figures 
cut into these seal stones. The first examples showing 
the chelys-lyra appear after the middle of the sixth 
century. On one, a nude youth runs with the chelys- 
lyra tucked under his arm, and what appears to be a 
flower in his other hand. On another, the chelys-lyra 
is held by an unmistakable satyr, with pointed ears, 
one of the first of his kind to be seen holding any of 
the lyres. He is accompanying a dancer. These seals, 
with rather ordinary-looking versions of the chelys- 
lyra (with little detail and only four strings, since they 
are less than a centimeter tall), were probably made 
in East Greek, Ionian workshops.” 

Although in earlier representations the performers 
held the chelys-lyra upright in nearly every instance, 
we learn from this mid-century group of objects that 
chelys-lyra players do not hold their instruments up- 
right as do kithara players. The seated players hold 
them tipped out at about a 45° angle from the vertical, 
and standing players may tip the instrument as much 
as 60° or even 90°. 

The last group of representations of the chelys-lyra 
to be considered in this chapter, those painted (or 
carved) between the middle of the century and the 
advent of the red-figured style of painting in the last 
quarter of the century, once again contains mostly 
scenes that are familiar from earlier vases and other 
objects. But it also includes a pair of vases, New York 
98.8.11 and Paris F 13, that illustrate the story of the 
judgment of Paris told in the Iliad, a subject that we 
have not yet seen in connection with the stringed in- 
struments. Paris, who must serve as judge of a beauty 
contest between the three goddesses before him (fig. 
16) has been interrupted in his solitary music making 
and still holds his instrument, a seven-stringed chelys- 
lyra with a plektron and cord painted in white (the 
plektron has been stuck under the strings and seems 
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to be looped over an invisible bridge). Its soundbox is 
almost round and has two small circles on the front, 
оп either side of the strings, reminiscent of the circles 
seen on the phorminx in figure 3a. The lower string 
fastener is a large Tectangular fitting, and the crossbar 
is incised with crisscrosses to show the attachment of 
the strings at the top.” 

A Corinthian painted wooden plaque (Athens 
16464) in this group is of special interest, not only for 
its detailed sacrificial-procession scene but for its view 
of a chelys-lyra actually being played, in this instance 
by a boy in a blue mantle with a wreath on his head 
(fig. 17). We can see his left hand, fingers straight and 
Spread apart, behind the strings, and the red sling 
around his left wrist, with the sash that hangs free 
from the arm of the instrument; his right hand holds 
the plektron. He stands holding the chelys-lyra tipped 
Out more than 60° from the vertical. Beside him is a 
player of the double auloi, and in front of him are an 
altar, a woman bearing offerings, and a boy leading a 
sacrificial sheep. 

In many of the representations of the chelys-lyra, 
from the earliest seventh-century ones through the lat- 
est group discussed here, the size of the instrument is 
difficult to determine, but there are enough clear ex- 
amples to allow us to make at least some rough esti- 
mates. The height of the instruments in the paintings 
may be one to even two times the length of the player's 
forearm from eibow to second knuckle; the width at 
the widest point between the arms may be from one- 
half to three-quarters of the height (very few examples 
are larger or thinner than this). The tortoise shell from 
Vassae in the National Museum (late Archaic period 
or early fifth century), the most complete of three 
thought to date from this time that appear to have 
been used as soundboxes, is about 15 cm high and 12 
cm wide." This is somewhat small by the standards 
Suggested above, even assuming that the average 
Greek male of the time (and the average Greek male 
forearm) was somewhat shorter than that of the av- 
erage American male of the present time. 

In a study such as this, inevitably one turns up a 
few examples of lyres that resist categorization. The 
lyre on the early seventh-century dinos from Old 
Smyrna (fig. 1) is one of these, tentatively placed 
among the phorminx examples because of its rounded 
base, though its arms continue the curve of the sound- 
box. Oxford 1892.1490 (fig. 18), а seal stone dating 
from the third quarter of the sixth century, offers an- 
other unusual example. One of the remarkable aspects 
Of this scene (a boy sitting or leaning against a wail 
playing the lyre; an animal, possibly a goat, at his feet) 
is the similarity of the instrument to that on the Old 
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Smyrna dinos sherd: although the earlier lyre has 
wider upper arms and knobs on its Crossbar, both lyres 
have curving arms that bend sharply out above the 
crossbar, and both seem to have shallow soundboxes. 

But the instrument on the seal stone also resembles 
the chelys-lyra examples in some respects. In fact, the 
shape of the arms, curving sharply in just below the 
crossbar, resembles nothing so much as the long- 
armed version of the chelys-lyra known as the barbi- 
fos, an instrument that finds its way into works of art 
in the last quarter of the sixth century (see chap. 5). 
The artist who carved this seal stone probably lived on 
oné of the eastern Aegean islands or in one of the 
Greek settlements on the northern coast of Asia Mi- 
nor, and it is quite possible that the instrument he 
shows us is an East Greek version of the barbitos that 
predates the other representations that have come to 
hand. 


The Barbitos in Archaic Literature 


Although referred to in later Greek literature by a 
wide variety of authors, the barbitos, which appears 
for the first time in the literature of the Archaic age, 
is associated exclusively with the eastern Greek poets. 
Its connections with Terpander, Sappho, and Alcaeus, 
all of Lesbos, and with Anakreon, who was Originally 
from Teos in Ionia, together with its possibly Phrygian 
etymology, suggest that this type of lyre had been bor- 
rowed into Greek culture by about the seventh century 
from some neighboring eastern people such as the 
Lydians or Phrygians." In the period before 525, it 
seems to have been virtually unknown in mainland 
Greece. 

The name barbitos occurs only once in the extant 
poetry of the Archaic age, in a fragment of Alcaeus 
(D 12.4 LP), in which it appears in a form peculiar to 
the dialect of Lesbos, barmos." The stanza is incom- 
plete but seems to criticize people for indulging in the 
idle pastime of a drinking party (in which the barmos 
makes sportive music) while their city is about to be 
devoured by political enemies. The association of this 
type of lyre with drinking parties is confirmed in later 
literature and art, where the close correspondence in 
the instrument's use allows a virtually certain identi- 
fication of the barbitos as the long-armed, graceful, 
and distinctively shaped lyre discussed in further detail 
in chapter 5. 

The association of the barbitos with the other east- 
ern poets is known through later secondhand reports 
rather than from the fragments of their poems. The 
barbitos has the distinction of having had two different 
"inventors" among the Archaic poets, according to 


later sources. Pindar, writing in the first half of the 
fifth century, draws the name of Terpander out from 
the mists of the seventh century and claims that the 
Lesbian poet invented the barbitos after he heard an 
instrument called a pektis at banquets of the neigh- 
boring Lydians.* (The word pektis is, ironically, one 
of the few words of Greek origin among the names for 
instruments treated in this book.) Athenaeus, on the 
other hand, who wrote many centuries later (second 
century A.D.) quotes a Hellenistic historian who ap- 
parently believed that it was Anakreon who invented 
the barbitos." Such a belief is not surprising in the 
light of the number of other writers who associated 
the instrument with Anakreon, and in the light of the 
fact that his arrival in Athens during the last quarter 
of the sixth century coincided with the sudden ap- 
pearance of the barbitos in contemporary Athenian 
vase painting.*? Whether or not Anakreon himself ac- 
tually imported the instrument to Athens, the poet of 
drinking songs and the lyre for drinking parties remain 
firmly identified with each other even in late imitative 
poems such as the so-called Anacreontea. The popu- 
larity and significance of the barbitos in the post- 
Archaic period will be discussed further in chapter 5. 


Archaic-Period References to the 
Pektis and Magadis 


Primarily associated with the eastern poets, who, ac- 
cording to Pindar, borrowed it from the Lydians, the 
pektis is mentioned twice by Anakreon, once (or pos- 
sibly twice) by Sappho, and once by Alcaeus. The 
name itself, it is generally agreed, derives from the 
Greek verb pegnuein, “to fasten,’ or "to fix to- 
gether.” Why such a foreign instrument should have 
come to be known by a Greek name, while most of 
the other instruments continued to be called by foreign 
names, we can only guess. The occasional use of the 
verb psallein (“to pluck”) in connection with the pek- 
tis suggests that it was a harp rather than a lyre.™ The 
latter, as we have noted, was generally played with a 
plektron instead of with the bare fingers only; the ac- 
tion of striking the strings with the plektron is usually 
described by the verb Arekein, a metaphor borrowed 
from the terminology of weaving. In literal usage, 
krekein describes the passing of the shuttle across the 
warp of a loom. 

The magadis was probably a harp, since it, too, is 
“plucked” rather than "struck." In this case, the prob- 
ability that the instrument was not a lyre is increased 
by the fact that (at least in later times) it apparently 
had twenty strings, far more than are ever depicted or 
described in the case of lyres.* Since it is thought that 
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the word magadis may be of Lydian origin, and since 
the instrument called the pektis is almost certainly of 
Lydian origin (see below), we may wonder if the 
Greeks of the Archaic age borrowed an instrument of 
the harp type from the Lydians, calling it sometimes 
by its original name, magadis, and sometimes by their 
own name, pektis, a term that might well have de- 
scribed an instrument whose sides were "fixed" to- 
gether (pegnuein) to form a harp.^ The only 
confirmation that the pektis and magadis were differ- 
ent names for the same instrument comes from Ath- 
enaeus (635e), who reports that the great music 
theorist of the fourth century B.c., Aristoxenos, said 
that the two instruments were identical. Unfortunately, 
there is no evidence available at present for determin- 
ing the appearance or construction of harps in the Ar- 
chaic age, because after the Cycladic period harps do 
not reappear in Greek art until the late fifth century." 

If the exact nature of the pektis (or magadis) is 
uncertain, at least the Lydian origin of the instrument 
is confirmed through two fifth-century sources. Pindar 
(fr. 125 Snell) says that Terpander heard the “twanging 
of the tall pektis” at banquets of the Lydians, and the 
historian Herodotus (1.17) describes the marching of 
Lydian troops to the sound of syrinx, pektis, and au- 
los. There is also no doubt that the instrument was 
familiar to the Lydians' island neighbors during the 
Archaic age. Sappho, for example, describes some- 
thing (or someone) as 


Sweeter-melodied by far than the pektis, 
More golden than gold... . 
(fr. 156 LP) 
лбАо záxtiÓoc dóvueAeotéga . . . 
ходао xovoorépa ... 


Her compatriot Alcaeus also mentions the instrument 
in an unintelligible fragment (B4.5 LP), and another 
fragment from Sappho's works, probably a love poem, 
almost certainly contains a reference to picking up the 
pektis.* The close association of the poets of Lesbos 
with the instrument is further reflected in the later 
tradition that claimed that Sappho was its inventor.” 
It may have been Anakreon, however, who was par- 
tially responsible for introducing the pektis to the 
mainland Greeks, for he mentions the instrument 1n 
two separate fragments: 


I saw Simalos in the dance, holding a beautiful 
pektis 

(tr. 386 PMG) 
Zivadov eldov dv оой: лтхтіб' Eyovta хал». 


My meal was a mere morsel of thin cake, 
But 1 drained dry an amphora of wine. 
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Now tenderly I pluck my lovely pektis 
And serenade my tender love. й 


(fr. 373 РМС) 


Йоќотпоа uiv Iroíov Дєлтой шходу длохдйс, 
otvov д ёёёлоу xáóov' viv ó' aBows égótooav 
Vo ryxtida тў: фт xopátov tradi аво. 


lá During the period from about 700 to 525 s.c., the 
Old round-based phorminx gradually surrendered its 
Place to the newer flat-based kithara and to the in- 
Strument made from a tortoise shell, the chelys-lyra. 
This Period also saw the rise of new terms connected 
with String playing, including the words kitharistes, 
which Meant a professional player similar to the Ho- 
тегіс aoidos, and lyra, which was evidently used in a 
Beneric sense to refer to any sort of instrument of the 
lyre family. Other new names include magadis and 
Pektis, probably harps rather than lyres. 
Although we do not know to what extent the 
chelys-lyra and kithara were borrowings or adapta- 
tions from other peoples, we can see that each of them 
had a fairly well-defined role in Greek life in the Ar- 
chaic period. The kithara appears in scenes that depict 
the gods and is by the end of this period the constant 
attribute of Apollo. In scenes that depict legendary 
humans— Theseus, Achilles, Paris—on the other 
hand, and in other scenes of human life such as ban- 
quets, drinking parties, and processions, it is the 
chelys-lyra that is present. This difference in scenes is 
also reflected in the vases themselves, for the kithara 
generally appears only on large vases, the amphora, 
hydria, and krater, while the chelys-lyra also appears 
in scenes painted on smaller vases such as the lekythos 
and kylix. It is not surprising that the large and ornate 
kithara, which must have been considerably more dif- 
ficult and expensive to construct than the simple tor- 
toise-shell lyre, was the instrument of the gods and of 
professional players, and indirectly of the wealthy men 
who could afford to buy the pots on which it was de- 
picted. 

There is no discernible difference among the three 
instruments, phorminx, kithara, and chelys-lyra, as to 
the number of strings. From the seventh century on 
there are seven-stringed examples of all three types. 
In the sixth century there are too few examples of the 
phorminx to provide a pattern, but both kithara and 
chelys-lyra are shown most frequently with seven 
strings, though a surprisingly large number, some of 
them quite carefully painted, have five or six strings, 
and a very small number have eight or nine. 


The Homeric Hymn to Hermes, which describes 

detail Hermes' "invention" of the tortoise-shell lyre, 
mentions seven strings made of sheepgut; in addition, 
the poem provides us with the terms donax ("reed, 
the exact function of which remains uncertain), pech- 
eis ("arms"), and zugon ("yoke," that is, crossbar). 
Of the kithara we have no such description, but the 
back plate from Olympia (fig. 8) and the Argo metope 
from Delphi (fig. 9c) provide the opportunity to ob- 
serve various details of the instrument's construction, 
including the kollopes, knobs on the crossbar, scrolls 
on the arms, and a soundbox of considerable depth. 

It is interesting to note that, whereas vase paintings 
of the chelys-lyra are relatively plentiful from the very 
beginning of the sixth century, it is not until after 550 
B.C. ог so that scenes of the kithara are frequently 
found (though they then become very common). This 
may suggest that the kithara, though long known and 
associated with Apollo, did not become a really stan- 
dard instrument until sometime shortly before the 
middle of the century. However, it seems more likely 
that it simply reflects the fact that the scenes in which 
Apollo appears did not become a staple with Athenian 
artists until the middle of the sixth century. As for the 
word kithara, its earliest occurrence in extant litera- 
ture is not until after the turn of the century in the 
passage attributed to Theognis and dated to about 490 
в.с. The lack of evidence for the term kithara suggests 
that the old name phorminx may. for a time. have 
served for both instruments of Apollo. The role of the 
round-based phorminx in the Archaic period is less 
clear than that of the other instruments, and the scar- 
city of representations of it after 600 a.c. suggests that 
its functions were being usurped by the chelys-lyra and 
kithara. The large proportion of references to the 
phorminx in Archaic poetry that either associate it 
with Apollo or mention it in a context reminiscent of 
Homer suggests that the ceremonial uses of the round- 
based instrument belong more and more during the 
Archaic period to the realm of memory rather than 
current usage. 

In any case, sometime in the hundred years be- 
tween the middle of the seventh century and the mid- 
dle of the sixth, the round-based phorminx, which had 
appeared as Apollo's instrument on the seventh-cen- 
tury amphora from Melos (fig. 2), ceased to play this 
role, which was given over to the kithara. lt is to the 
kithara that we turn our attention in chapter 3, where 
its functions in Classical times, both in mythical scenes 
and portrayals of human life, will be considered. 
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1. Bayrakli. Diaos sberd 
from ОМ Smyrna. 
lastrament. 





2 Athens 911. Amphora 
from Melos. Detail: 
Apollo and Muses in 
chariot drawa by winged 
horses. 
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3b. Syracuse 12577. 
Corinthian vase. Detail: 


За. Athens, Agora AP padded dancers. 
1085. Pinax fragment. 





Bearded man offering or 
receiving instrument. 





4. Athens 12210. Terra- 
cotta figure from 
Lapithos, Cyprus. 
Musician. 
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5a. Location unknown. 
Funeral chest from 
Capua. Detail: row of 
musicians. 








Sb. Athens, Nat. Mus. 


Acropolis 2523. Plaque 5 
fragment. Musician at t 
altar. 
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6. Rhodes 12.200. Attic 
black-figured (b.f.) 
psykter. Komasts dancing. 
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7. Delos B 4260. 
Fragment from the mouth 
of an amphora. Apollo 
sad Artemis. 





9. Zakynthos, priv. coll. 
Bronze armor, buck plate. 
Detuil: Apollo, gods, and 
goddesses. 
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Эз. Loadon 1971.11-11. 
Dinos by Sophilos. Detail: 
Apollo and Hermes in 
quadriga, Muses. 


9%. Atheas 19272. Large 
Jar, possibly from 
Lemaos. Detail: musician 
before seated woman. 


9c. Перы. Metope from 
the Тгезѕвгу of the 
Sikyonisns. Detail: 
Orpbees sad Апов. 
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10. Athens, Nat. Mus. 
Аст. 2203. B.f. fragmen 
Musician and women 
before a high couch. 





11. Boston 00.330. 
Amphora, Group 
Birth of Athena. 
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12, Manich 2243. Attic 
b.f. Куй. Detail: Theseus 
slaying Minotaur. 


13a. Athens 313. Hi dria 
from Analatos. Detail: 
tmasician in procession of 
men and women with 





13b. Sparta, temple of 
Artemis Orthia. Votive 

бриге in lead. } 
Instrument. UU 





134. Sparta, temple of 
Artemis Orthia. Bone and 
ivory plektra. 
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13c. Sparta, temple of 
Artemis Orthia. Votive 
figure in lead. Musician, 
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14a. Paris Е 629. 
Corinthian krater. Detail 
banqeeters. 


14b. Athens, Kerameikos 
2869. Attic b.f. skyphos, 
Detail: two Котам». 
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14c. Florence 4209. Attic 
b.f. volete krater (the 
Francois vase). Detail: 
Thesess' victory dance. 


144. Heidelberg 68/1. 
Attic b.f. lekythos. Detail: 
musician between sirens. 





14e. New York 
06.1021.26. Corinthian 
b.f. plate. Poet oa his 
death-bed. 
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15a. P 
Corint 


15b. New York 56.11.1. 
Attic b.f. lekythos by the 
Amasis Painter. On neck, 
dancers and musician. 


15c. Paris E 861. В.Г. 
amphora. Procession of 
musicians. 
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18. Oxford 1892.1490. 
Cornelian scarab. Youth 
tunes or plays instrument. 





16. New York 98.8.11. 
Attic b.f. amphora. 
Judgment of Paris. 


17. Athens 16464. 
Corinthian plaque. 
Mansicians in sacrificial 
procession. 





CHAPTER THREE 


The Kithara in Classical Athens 


For the period from the late sixth century to the late 
fifth century, Athens becomes the focus of the study 
of Greek stringed instruments, since during this time 
Athenian literature and visual arts eclipsed those from 
all other parts of the Greek world both in quality and 
in quantity. This circumstance creates an opportunity 
that was not available for the investigation of the in- 
struments of earlier periods: the opportunity to study 
the stringed instruments of a single city during a single 
century for which there is evidence so abundant that 
we can see the instruments themselves, their uses, and 
their cultural context and significance much more 
clearly than at any other time in the history of the 
ancient world. 

Having said this, we must of course immediately 
add that this wealth of material, in many ways a joy 
to the cultural historian, has certain limitations and 
problems of interpretation. In the case of the visual 
evidence, for example, we cannot assume that because 
a particular scene was popular with the artists and 
their patrons, the activity shown therefore had a cor- 
responding importance in actual Athenian life. Nor 
can we always understand the meaning of a scene or 
securely identify the participants. And finally, the ap- 
parent realism of Greek art of this period may be mis- 
leading—can we say, for instance, that two different 
instruments such as kithara and krotala (pairs of clap- 
pers) were actually sometimes played at the same 
time, when our only evidence for this comes from 
scenes depicting gods and their attendants? In the dis- 
cussions that follow, it will be necessary to keep in 
mind the possibility of such problems and limitations. 


The function of the kithara in the Classical 
Greece is most clearly revealed through the 
number of Attic vase paintings in which the instrum 
is depicted, as well as through its presence in 
important sculptural pieces and some coins of the 
riod. The literary references of the same period 
primarily to confirm, and in some cases to expay 
upon, the evidence derived from a study of the artis, 
representations of the instrument. The various soure, 
of evidence indicate clearly that the kithara was 
marily the professional's lyre, that it had a signific 
role in state religious festivals and contests, and 
it was played almost exclusively by male performy, 
The literary references, despite their brevity in 
cases, also supply such details as the types of 
accompanied by the kithara, descriptions of the 
produced, and some of the materials used in the 
struction of the instrument. 


Etymology 


The name kithara is clearly a later form of the Home 
word kitharis, which, as we saw in chapter 1, 
only rarely in the Jliad and Odyssey, where it gener 
designates the activity of string playing rather 
specific type of lyre. As to the origins of the 
kithara and kitharis, however, we have no conclus 
evidence. While most etymological dictionaries 
ture only so far as to state that the name was probe 
borrowed into Greek from some Oriental languag 
few scholars have attempted to make a case for 
nection with specific Indo-European or Semitic 
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Among the proposals are *kuetuora, “four,” that is, а 
quadrangular-shaped instrument (which the Greek 
lyres were not); *quitor-, "clear," that is, an instru- 
ment of bright sound; and *ghidh-, “string.” None of 
these derivations, however, has gained wide currency, 
nor has the proposed connection between kithara and 
the Hebrew kinnor (“harp”) been accepted.! 

In the absence of any strong evidence for the deri- 
vation of kitharis/kithara from any of these Indo- 
European or Semitic roots, we must agree with 
Strabo, who wrote (in the first century в.с.) that 
Greek names for musical instruments are largely of 
Thracian and Asian origins.? Strabo points out that 
the kithara is often referred to as “Asiatic,” an epithet 
which is in fact sometimes applied to the instrument 
in the extant literature of the fifth century? Although 
the etymology of the instrument's name must remain 
a mystery, at least for the time being, it seems a safe 
guess that the Greeks borrowed the word from one of 
the languages of Asia Minor. 


Occurrence of the Word Kithara 


As we have pointed out in chapter 2, the term kithara 
was a late development, occurring for the first time in 
Greek literature that has survived in a poem which 
can be dated to about 490 p.c. The relative newness 
of the form kithara (versus Kitharis or the verb kith- 
arizein) is further suggested by its infrequent occur- 
rence in the literature of the first three quarters of the 
fifth century. Most of the references to the kithara 
come from works written in the last quarter of the 
century, particularly the tragedies of Euripides, and 
from the fourth-century works of Plato and Aristotle 
(to be discussed in chap. 7). Pindar, writing early in 
the fifth century, never uses the form kithara, despite 
his frequent reference in the odes to musical instru- 
ments; he prefers instead the old Homeric word, phor- 
minx. 

The gap between the appearance in Archaic art of 
the large, ornate instrument with a flat base and the 
use of the name kithara by Greck authors to describe 
that instrument is initially puzzling. If we consider the 
relative frequency of the terms phorminx and kithara 
across the span of the fifth century, however, we can 
see that by the time the word kithara is in common 
use toward the end of the century. the word phorminx 
has almost dropped out of the literature; it was re- 
served primarily for mythological contexts, especially 
in connection with Apollo.* The older writers of the 
fifth century appear simply to have continued the prac- 
tice of the Archaic poets in using the Homeric term 
phorminx as ће name for Apollo's lyre; on the other 
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hand, the vase paintings reveal that the chief instru- 
ment associated with the god was by the sixth century 
the large, flat-based lyre of grander proportions than 
the earlier phorminx. The Homeric name itself was not 
fully supplanted by the newer term, kithara, until 
about the time of the Peloponnesian War. Euripides, 
for example, in a description closely paralleled by con- 
temporary vase paintings, speaks of Apollo making a 
dappled fawn dance amid pine trees to the music of 
his kithara.* Elsewhere in Euripides’ plays, Apollo is 
often mentioned in connection with the instrument, 
whether it is Creusa addressing him as “lord of the 
seven-voiced kithara” or the chorus describing the god 
playing his kithara with a golden plektron.’ 

A further examination of Euripides’ use of the 
word kithara reveals that in almost half the occur- 
rences the instrument is mentioned in connection with 
Apollo.* Since Apollo, as he is shown on the vase 
paintings in his capacity as musician, is portrayed in 
about eighty percent of all such scenes as playing the 
large, ornate, flat-based type of lyre, we can be vir- 
tually certain that this lyre is to be identified as Apol- 
lo's special instrument, the kithara. Such an identifi- 
cation between name and instrument is further 
supported by the correspondence between the elabo- 
rate costume worn by mortal players of the instrument 
as it is shown on the vase paintings and as it is de- 
scribed in Greek literature (see the discussion of play- 
ers’ costumes below). 

When we compare the description of the kithara 
below with comments in fifth-century authors about 
the "phorminx," we must suspect that this so-called 
phorminx is really the same instrument. Aristophanes, 
for example, describes Apollo playing on a "'phor- 
minx” inlaid with ivory (elephantodetos), a detail that 
corresponds well with the many black-figured repre- 
sentations mentioned above (chap. 2) of kitharas that 
seem to be decorated with ivory facings on the upper 
arms.? Some of the other adjectives applied to the 
"phorminx" in the fifth century are traditional Ho- 
meric epithets, such as daidaleos, ‘cunningly 
wrought.” whereas others merely allude to the instru- 
ment's seven strings.'? Occasionally the sound of the 
"phorminx" is described by some neutral term such 
as omphe, “voice,” but other terms applied to the in- 
strument convey loudness, such as ayte ("cry") and 
bromios (“thunderous”); the latter, especially, does 
not correspond to the adjectives that describe the 
sound of the Homeric phorminx.!' The same implica- 
tion of a loud volume recurs in words like bremein 
(“to thunder") and boai (“shouts”), applied by Pindar 
to the lyra, a word that he seems to use synonymously 
with phorminx (see chap. 4). The early fifth-century 
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poets Pindar and Bacchylides appear to have preferred 
the time-honored Homeric word or the generic term 
lyra to the relatively new name, kithara. 


Related Terms: Kitharizein and Kitharistes 


The verb kitharizein, which Homer had used to refer 
to the playing of the phorminx, has by the time of the 
fifth century acquired a more generalized meaning, 
namely, “to be knowledgeable in music,” that is, ed- 
ucated and cultured. In most instances, the contexts 
of the verb suggest that the instrument in question was 
likely to have been not the kithara but the amateur's 
tortoise-shell lyra used for the musical training of 
schoolboys (see chap. 4). 

` Another related term of importance in the fifth 
Century is the noun kitharistes. As we saw in chapter 
2, kitharistes is first found in the Archaic period in the 
works of Hesiod and Alkman, where the term desig- 
nates a professional musician dedicated to the service 
of Apolio and the Muses. By the last quarter of the 
fifth century, the term has already taken on the more 
concrete sense in which it is used in the fourth century 
by Plato and Aristotle, namely, a schoolboy's lyre in- 
Structor. In the polemic on education in Aristophanes’ 
Clouds, for example, Right Logic, in reminiscing 
about bygone standards of strict discipline, mentions 
the orderly conduct of youths at their music lessons in 
the home of the kitharistes, a place often depicted on 
red-figured vases (see chap. 4).!? It is essential to note 
that both these terms, kitharizein and kitharistes, al- 
though related etymologically to the word kithara, are 
Often used in fifth-century literature with reference to 
lyres other than the kithara itself, occurring especially 
frequently in connection with the schoolboy's tortoise- 
shell lyra. 


Nature of the Visual Evidence 


With the exception of a few scattered coins, Scarabs, 
and figurines, mostly non-Attic, the visual evidence of 
the Classical period comes from the paintings that dec- 
orate the vases made in the Athenian potters’ quarter, 
the Kerameikos. The paintings to be examined are in 
both the black-figured and red-figured techniques, for 
black-figured pottery continued to be made in quantity 
until the end of the sixth century, with fewer items of 
generally poor quality still appearing 1n the first half 
of the fifth century. The red-figured technique, mean- 


while, had appeared around 530 B.C., so that vases , 
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painted in this style are available from t 

of the Classical period; and they continued to be made 
during the fourth century. 


Scenes with Kithara Players 


Representations of the kithara are much more com- 
mon on black-figured vases than on the more abun- 
dant red-figured ones, oddly enough. and among vases 
that show stringed instruments, the proportion of kith- 
aras to other instruments is much higher for the black- 
figured vases, though it falis dramatically among those 
made after 500 в.с. The black-figured vases of 525- 
500 s.c. reveal a fad for scenes of kithara-accompanied 
processions featuring a quadriga (four-horse chariot) 
that the red-figured vases do not share; the compara- 
tive lack of representations of the kithara on red-fig- 
ured vases of the fifth century can be explained only 
by the widespread change in iconography at the turn 
of the century. 

The black-figured amphora (storage jar) is the vase 
on which paintings of the kithara are found by far the 
most frequently (about a quarter of these with quad- 
riga scenes), but the hydria is also well represented; 
here the quadriga scenes аге more than half the total, 
for the hydria, a water vessel likely to have been used 
in marriage rituals, often has a wedding procession 
with quadriga decorating it. Examples of the rarely 
found nuptial vase called the lebes gamikos are painted 
with similar scenes. 

Scenes that show performers who are clearly not 
gods but mortals (most of them contestants) seem to 
have been far more popular with the painters of red- 
figured vases. Among their works we also find a new 
kind of scene, one not represented on any black-fig- 
ured vase so far found: the "libation scene,” in which 
the god Apollo, while supporting the kithara in his 
left arm, holds out а phiale, a wide, shallow drinking 
dish, in his right hand. The scene often includes 
woman, usually Apollo's sister, the goddess Artemis 
(fig. 1), who pours wine into the phiale from a pitcher 
and thus in some sense takes the place, perhaps, of 
mortal worshiper who might offer a wine libation 
Apollo. 

The scene may take place at an altar, as in figure 
1, emphasizing the fact that it represents a libation. 
Leto, the mother of Apollo and Artemis, is often pre- 
sent along with her children; and the god Hermes, who 
frequently appears in vase paintings, particularly those 
that show Apollo, is also sometimes present. Many 
kinds of red-figured vases are decorated with libation 
scenes, not just those used for serving wine—the kra- 
ter (a bowl for mixing wine and water), oinochoe 
(pitcher), and kylix (cup)—but also the amphora, hy- 
dria, pelike (a storage jar), and lekythos (perfumed oil 
jar). The kithara in these scenes is simply the chief 
attribute of Apollo and does not appear to have any 
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further significance; it would probably be stretching 
the evidence too far to infer from the scenes that the 
kithara was played during formal offerings of libations 
to Apollo, although this may of course have been the 
case. 
Apollo appears on a large number of vases other 
than those with libation scenes, alone or in the com- 
pany of other gods and goddesses, such as Dionysos, 
Zeus, or Athena, or one or more of those mentioned 
above (Artemis, Leto, and Hermes); Poseidon or Ares 
is also occasionally present. The action in these scenes 
is vague; sometimes the figures are part of a proces- 
sion (without quadriga), or they may simply stand fac- 
ing one another, so that the special significance of the 
scene, if any, is not clear to us. On a number of vases 
Apollo plays the kithara in a scene in which Heracles 
(whom we meet again later in this chapter) is the chief 
protagonist, as in paintings of Heracles' introduction 
to Olympos or of his stealing Apollo's tripod from 
Delphi. At lcast one painting from the end of the Clas- 
sical period includes the kithara in a version of Apol- 
lo's contest with the satyr Marsyas, who had bragged 
that he could play better than the god and was flayed 
alive for his presumption when proved wrong." 

Apollo is accompanied in a number of paintings by 
two, or sometimes four, women who wear chitons 
(robes) and himatia (mantles) but who have no iden- 
tifying attributes. If there are two women, and either 
or both wear the polos or stephanos (types of crowns), 
we can assume that they are goddesses, probably Ar- 
temis and Leto. Lacking this means of identification, 
we are faced with the possibility that the two women 
may instead be Muses or even maenads, female fol- 
lowers of the god Dionysos. Maenads, often repre- 
sented in scencs in which Dionysos appears (and in 
which Apollo is also sometimes present), are fre- 
quently shown playing the krotala. For this reason, 
when Apollo alone is seen with two or four otherwise 
unidentifiable women playing krotala, the possibility 
that they represent maenads rather than Muses must 
be considered. Except for the Sophilos vase of the 
early sixth century, no paintings dating from before 
about 425 p.c. have been found in which a kithara- 
playing Apollo is accompanied by women who can be 
securely identified as the Muses. 

Apollo, or a kithara player who can usually be 
presumed to be Apollo, is also shown in another very 
large category of black-figured paintings of the kithara 
mentioned briefly above: quadriga scenes. paintings of 
formal chariot processions in which the kithara player 
customarily walks alongside the four horses. If the fig- 
ures in the scene are provided with godly attributes, 
_ we are apt to find Hermes at the horses’ heads, leading 
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them or holding them ready to start; Apollo beside 
the horses on the far side, sometimes with another 
figure just ahead of him (Dionysos, Artemis, or an- 
other goddess); and in the chariot itself, sometimes 
one person (often Athena, but Dionysos, Artemis, 
Demeter, Apollo himself, or an unknown person may 
take her place), sometimes two (Peleus and Thetis, 
Zeus and Hera, Dionysos and Ariadne, or Athena and 
Heracles).'* Only the last two pairs are easy to iden- 
tify; the others are often better classed as unknown. 
In some paintings, none of the figures has attributes, 
and we might be tempted to speculate that they are 
mortals, were it not for the very similar arrangement 
of the scene to those of the gods, and the fact that a 
four-horse chariot is a particularly elaborate means of 
conveyance, even for a wedding party. 

The quadriga scene most frequently painted was 
the "wedding" quadriga, with a man and woman in 
the chariot (fig. 2). The couple in the chariot in figure 
2 are probably Zeus and Hera, though there are other 
possibilities (Peleus and Thetis, Heracles and Hebe, 
or even a human couple escorted by gods). Behind the 
chariot stands Dionysos, identified by his ivy wreath 
and by the vine branch that springs from his hand; 
alongside the horses walk Apollo and Hermes, the lat- 
ter identified by his staff (the caduceus) and costume 
(winged boots and the traveler's short cloak and hat, 
the chlamys and petasos). At the horses’ heads stands 
an unidentified woman holding the torches character- 
istic of wedding scenes, which show that this is a night- 
time procession. This vase, like nearly half of those 
that show wedding scenes, is a black-figured hydria. 

Second only to the wedding scenes are those quad- 
Tiga scenes with Apollo playing the kithara that are 
part of the favorite story of the introduction of Hera- 
cles to Olympos. These usually show Heracles (with 
club and lion-skin mantle) standing in the chariot with 
his patron goddess Athena, who is identified by her 
helmet, spear, and aegis (breastplate decorated with 
writhing snakes). 

Even among vases that offer mythological scenes, 
however, the kithara player is by no means always 
Apollo. In a large group of paintings, both red- and 
black-figured, the kithara is played by a satyr, one of 
the nude, bearded beings with pointed ears and 
horse's tail who belong to the entourage of Dionysos. 
The paintings may portray the satyr-musician alone or 
in the presence of Dionysos, sometimes along with an 
aulos-playing satyr; satyrs and maenads are often 
shown dancing in these scenes. In a few instances, the 
kithara player is female, a maenad or a goddess.” 

In figure 3 Dionysos, bearded, wreathed with ivy, 
and holding a kantharos (large wine cup with handles), 
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is seated with Ariadne in the center; before them and 
behind them is a satyr playing a kithara, and beyond 
the satyrs on either side dances an ivy-wreathed 
maenad with krotala; the background is filled with 
vine branches. On the other side of this amphora Di- 
onysos appears again, this time riding in a quadriga, 
while a satyr takes the customary place of Apollo, 
walking along beside the horses and playing the kith- 
ara (and in place of Hermes at the horses' heads is a 
krotala-playing maenad seated on a satyr's shoulder). 
Such scenes provide little specific information about 
the actual use of the kithara in the cult of Dionysos, 
but the number of these paintings suggests that it was 
in fact part of certain rites connected with him. 

Among paintings on black-figured vases only, there 
is one other, and most unexpected, mythological kith- 
ara player—Heracles.'* He appears in this role, nearly 
always in the presence of his patron goddess Athena, 
on at least eleven vases, and five of these show him 
mounting a low platform such as we will see below in 
scenes of mortals who are taking part in kithara-play- 
ing contests (fig. 4). But Heracles does not dress like 
a kithara player: instead of the long robe of the mu- 
sician, he wears his own traditional costume, the lion 
skin over his head and down his back, a short tunic, 
and (usually) bow and quiver on his back.” In figure 
4, Athena, wearing helmet and aegis and carrying a 
spear, looks on as Heracles tunes his kithara while 
mounting the podium. On other vases the listeners 
include Hermes, Poseidon, Ares, or lolaos. The myth 
illustrated by these vases (if there was one) has un- 
fortunately been lost; but since some of the vases show 
scenes from other myths about Heracles on the reverse 
side, it seems possible that some myth concerning Her- 
acles as kithara player did exist. Heracles, who in an- 
other story stole Apollo's Delphic tripod, may in the 
lost tale have stolen his instrument. The story probably 
had a contest element, as the vase paintings in which 
he stands on a platform indicate. 

These vases, most of them made during the last 
quarter of the sixth century, may, however, simply re- 
flect a custom of using the figure of Heracles to sym- 
bolize (and flatter?) the tyrant Peisistratos (560-527 
B.C.), portraying him as strong, harmonious of spirit, 
and favored by Athena. The habit may have continued 
during the rule of his sons, Hippias and Hipparchos, 
from 527 to 510, and perhaps even longer, though 

` some vase painters may have simply copied it because 
it was a familiar scene.” € 

Compared with the large number of paintings of 
mythological players of the kithara, those that ae 
mortal performers on this instrument аге few indee ; 
only some 15 percent of the known representations О 
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the kithara from about 525 to 425 в.с. The majority 
of these are scenes that seem related, in one way or 
another, to kithara contests (about which more will be 
said below): paintings that show the performer mount- 
ing, or standing on, a platform; paintings in which the 
player stands between two listeners, as in figure 5; or 
paintings depicting a performer receiving the kithara 
from a Nike, a winged female personification of vic- 
tory. (There is also a small group of red-figured paint- 
ings that show only the Nike bringing the kithara, no 
the performer.) ; 

We know that groups of kithara players might take 
part in processions, especially sacrifice processions, 
often in the company of players of the aulos.” The 
best-known scene of this sort is the one found on panel 
875 (Acropolis Museum) of the Parthenon frieze, 
carved between 447 and 432 в.с. The marble panel is 
severely damaged, but the section of the great sacri- 
ficial procession (which extended all the way around 
the temple) shown on it includes two kithara players 
walking to the left, the one behind showing the back 
of his instrument, and the one ahead turning back to- 
ward his companion so that we see the front of his 
instrument (fig. 6). Two black-figured vases from the 
Acropolis also depict sacrificial processions: on 
Acropolis 816, two kithara players, a man and a boy, 
walk in the company of an aulos player; and on Ac- 
ropolis 2009, a woman with a basket on her head is 
followed by an aulos player and a player of the kith- 
ara.” Only fragments remain of both vases, but there 
is enough of 816 to show that the players wear wreaths 
and are dressed in ornamented himatia but no chitons, 
suggesting that kithara players’ costumes might vary 
according to the occasion. 

Evidence for the kithara as a provider of music for 
banquets is very slight: three clear scenes (two of them 
from mythology) and a fourth so carelessly painted 
that one cannot even be certain the instrument is 
kithara (Paris Bibl. Nat. H 1119). One mythological 
scene, on Madrid 10916, shows Heracles reclining on 
a couch at a banquet while a bearded kitharist in chi- 
ton and himation (presumably an ordinary mortal) 
provides music. The second mythological scene shows 
the kithara being played at a theoxenia for the Dios- 
curi, a feast at which the two young gods are to be the 
honored guests (Plovdiv Muscum 298 [fig. 7]); the 
Dioscuri approach a couch provided with cushions, 
lyres (onc for each of them), two incense burners, and 
a table laden with food and drink, ncar which stands 
the kitharist.? Another clear scene, London kylix 
679, does not appear to have any mythological or re- 
ligious connections—it shows a banquet scene of the 
usual sort, complete with couch, table of food, woman 
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with wine pitcher, and a dog. One of the two banquet- 
ers is playing the aulos himself, and the kitharist, in 
chiton and himation, stands 10 the left of the couch. 
Since this is the only good example of such a scene, 
we cannot assume that the kithara was an instrument 
normally used at banquets. 


The Professional Kitharode and His Costume 


References to the kithara in fifth-century Greek lit- 
erature clearly establish the role of the kithara as the 
professional's instrument—not a lyre played by an am- 
ateur for idle amusement at a drinking party or by 
young schoolboys or by Athenian wives entertaining 
one another in the women's quarters of their houses. 
On the contrary, the kithara, a large and rather un- 
wieldy instrument, required the expertise that only a 
professional player or other highly trained musician 
could achieve.?* 

The most detailed as well as the earliest fifth-cen- 
tury description of a professional player of the kithara 
is to be found in Herodotus' account of the adventures 
of Arion of Lesbos, who earned his living at the court 
of Periander in Corinth in the early sixth century. 
After a visit to Italy and Sicily, where he worked as a 
professional musician, Arion hired a crew of Corin- 
thian sailors to take him and his money back to 
Corinth. In the midst of the journey, as Herodotus 
recounts the legend, the sailors mutinied, seized 
Arion's money, and threatened to kill him. Arion, 
however, persuaded them to spare his life and to let 
him sing for them, on the condition that he would 
then—of his own volition—jump overboard. Hero- 
dotus describes how Arion donned his entire profes- 
sional costume, stood on the rowing benches, took up 
his kithara, and proceeded to render a nomos orthios, 
a particular type of melody in a high range (see chap. 
7, n. 17). He then jumped into the sea, costume and 
all, but was miraculously rescued and carried to shore 
by a dolphin, which took him to Tainaron in Laconia. 
Upon return to Corinth, still wearing his costume 
(which must have been somewhat worse for the wear 
after the long journey from the southern Pelopon- 
nesos), he confronted the surprised sailors, who were 
soon convicted of their dastardly crime. Herodotus as- 
sures us that this story told by the Corinthians was 

corroborated by the people of Arion's native island of 
Lesbos. and he concludes his account with reference 
to a small bronze statue of a man riding on a dolphin 
that was erected at the spot where Arion had been 
brought ashore. 

Romantic elements aside. the tale gives us a vivid 
picture of a professional court musician of interna- 
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tional repute who traveled widely and earned consid- 
erable sums of money by singing and accompanying 
himself on the kithara. Such a musician, as we gather 
from Herodotus (1.23.6), was called а “‘kitharode” 
(kitharoidos), a compound word that describes the 
dual activity of singing and playing. The emphasis in 
the story on the Kitharode's special costume (men- 
tioned three different times in the account) suggests 
an elaborate attire of the sort so often depicted in the 
vase paintings, in which the kithara player wears a 
long, flowing robe, or chiton, of richly ornamented 
design and an equally elaborate mantle, or himation. 
A literary fragment that probably dates from the early 
fourth century supplies the name for this special cos- 
tume, the epiporpama, evidently so called because it 
was fastened at the shoulders with a porpe, or 
brooch.” 

The vase paintings reveal that the costumes of mor- 
tal kithara players (who may be boys or men of any 
age) are full length and usually quite elaborate, often 
similar, in fact, to the costume customarily worn by 
Apollo (figs. 1 and 2): a long chiton decorated or (if 
it is white) made of pleated fabric; over this a long 
himation, often with a decorative pattern or bands of 
contrasting color; and a wreath or fillet on the head. 
Whereas Apollo's hair is shown long (sometimes hang- 
ing loose, sometimes bound up in a knot or roll on the 
back of the head, and often with curling side-locks), 
mortal players generally have their hair cut shorter, as 
in figures 8 and 9. The kitharode in figure 8, instead 
of the himation, wears a shorter cloak, the chlamys, 
which often has a dark-colored border, as in this paint- 
ing. This variant of the costume is also found on oc- 
casion in paintings of Apollo. The soft leather shoes 
worn by the kitharode in figure 8 are rarely seen—the 
performers are more often barefooted. 

The “real-life” scenes of kithara playing, however, 
show us still other possibilities. The performer in fig- 
ure 5 wears no cloak or mantle at all, just his white 
chiton, which may be worn hanging loose or, as in this 
example, tied around the waist with a согӣ.* There 
are, among the paintings of mortal kitharists, a num- 
ber of players who wear a chiton of a different sort, 
as shown in figure 9: a long, loose gown made from a 
long rectangular piece of cloth shaped, apparently, like 
a poncho, with an opening for the head, its side edges 
(with a dark border) falling over the player's arm and 
sewn together except for an armhole; the material 
seems to be gathered at the shoulder. 

Kithara players who wear only the himation, with- 
out the chiton underneath it (a common mode of dress 
among Athenian men), are extremely rare and are 
found only in such contexts as the sacrificial proces- 
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Sions or unusual scenes such as that of Heracles killing 
the Egyptian king Busiris, where the kitharist is pre- 
sumably an Egyptian priest (Paris G 50). Heracles 
himself, as kithara player, wears his own traditional 
lion skin and short tunic; and the other category of 
mythological performers, the satyrs, wear no costume 
at all. 


Occasions 
The Kithara in Drama 


The ancient playwrights, whose works were presented 
in Athens each year at two festivals in honor of Dio- 
nysos, the Lenaea and the Great Dionysia, were com- 
posers of music as well as of drama, for they created 
not only the action and dialogue of their comedies and 
tragedies but the song and instrumental accompani- 
ment as well. Unfortunately none of the music of the 
plays has survived, with the possible exception of two 
short fragments of notation from Euripides’ Orestes 
and /phigenia.? 

The most famous performing musician among the 
dramatists was Sophocles, who, according to an an- 
cient biography, was chosen while still a mere youth 
to be leader of the chorus that performed at the victory 
celebrations after the battle at Salamis in 480 B.c. The 
biography also reports that Sophocles performed on 
the kithara for a production of his tragedy, Thamyras, 
named after the Thracian musician who foolishly chal- 
lenged the Muses and lost his sight as a result.” Evi- 
dently Sophocles himself played the leading role, 
which must have required the actor to give a musical 
performance in the scene involving the contest with 
the Muses. We are further told that the famous picture 
collection of the Stoa Poikile in the center of Athens 
included a representation of Sophocles together with 
his kithara. 

For the modern reader the emphasis on the text of 
the ancient plays has overshadowed the musical as- 
pects of the performance. To the Greek audiences, a 
presentation of drama without music would have been 
unthinkable. The principal instrument 1n the perfor- 
mance of Greek drama was the aulos, as 15 clear both 
from the vase paintings and from the texts of some of 
the plays (particularly the comedies of Aristophanes), 
but the kithara and the lyra were also used on occasion 
to provide musical accompaniment. А 

"n addition to the evidence for Sophocles’ perfor- 
mance on the kithara for his Thamyras, an Jue 
scene from Aristophanes’ Frogs (1281-1308) imple | 
that the kithara could be used to accompany con 
odes in tragedy. The scene occurs during the con 


in Hades between the deceased poets, Euripides and 
Aeschylus. Euripides tells the judge, Dionysos, not 

leave until he has heard a batch of Aeschylean choral 
odes based on kitharodikoi nomoi, or traditional types 
of melodies accompanied by the kithara.? He then 
launches into an absurd parody of Aeschylus' lofty 
style and weighty language, which he interrupts fre- 


quently with an onomatopoetic imitation of kithara 
accompaniment: 


Euripides: As the double-throned power of the 
Achaeans, the strength of Greece 
toplattotrat toplattotrat 
sends the Sphinx, dog which is lord 
over ill-starred days 
toplattotrat toplattotrat 
with spear and avenging hand, a 
rushing bird, 
toplattotrat toplattotrat 
granting to the raging hounds winging 
o'er air to light upon 
toplattotrat toplattotrat 
the forces united against Ajax 
toplattotrat toplattotrat 
Dionysos: What's this toplattotrat? Did you pick 
that up from some Persian at Mara- 
thon, or where did you collect these 
rope-twisters’ songs? 


Ev. ёлис 'Ауа‹фу dlOgovov хойтос, ‘EAAddos Вас, 

тофлаттовоат тофАаттобрат, 

>ф{үүа óvoautgiàv лрбтам» xiva, лёили, 
тофлаттобдоат тофАаттобоат, 

сфу dogi xai yegi лойхтори 8000105 Sous, 
тофлаттобоот тофЛаттодоат, 

xvptiv ладасуфу itauaic xvaiv degopoirois, 
тофдаттобоот тофлаттобоат, 
тд ovyxAwéc т' ёл’ Aiavtt, 
тофАаттобоат roóAarro6pat. 


At. tí tò 'GAarroBpar' тойт’ éotiv; ёх Magadavos fj 
лёбєу avvé£Actag iuoviootpóQov u£Am; 


As the scene continues, Aeschylus defends himself by 
accusing Euripides of getting his music from brothel 
songs and drinking tunes, for which appropriate 

companiment can be provided not by a lyre but only 
by a dancing girl rattling her clackers (ostrakoi). The 
girl obligingly appears on stage just at that point, and 
Aeschylus proceeds to sing а parody of a Euripidean 


Although we must remember that we are reading 
a comedy and not a treatise on Greck stage practice, 
the imitation of kithara accompaniment certainly sug: 
gests that the kithara was strummed and that it was 
sometimes used in the musical accompaniment for 


choral odes in Greek drama. 


Victory Odes 


The celebration of winners of athletic contests through 
the formal performance of victory odes in their honor 
is surely one of the most remarkable characteristics of 
the Greek spirit in the fifth century. The odes written 
in the early part of the century by the-most famous of 
the composers of victory songs, Pindar, present mod- 
ern scholars with some of the most complex problems 
of interpretation in all of extant Greek literature, for 
no Classical poet is so much the master of symbol, 
ambiguity, and multiple levels of meaning as Pindar.? 
Although such qualities make it difficult to connect 
some of his allusions to contemporary practices with 
actual historical fact, it is nevertheless possible to as- 
sume with reasonable certainty that the primary in- 
strument used in the musical accompaniment of his 
victory odes was the kithara. 

As has already been mentioned, Pindar himself 
never uses the word kithara. The term that is found 
most frequently in his references in the odes to 
stringed instruments is "phorminx"'; occasionally (in 
similar contexts) he uses “lyra” instead, and rarely, 
"kitharis." He also mentions the aulos several times, 
occasionally in conjunction with a lyre. 

Although the instrument Pindar meant to desig- 
nate through the term phorminx is open to specula- 
tion, the function of the music it provided can be 
reasonably well determined. Well over half the refer- 
ences to lyres as accompaniment for the odes are 
found in the opening third of the poem and usually 
consist of some sort of address to the instrument. In 
one casc (P. 1.1), the ode begins with the words “О 
golden phorminx" (chrysea phorminx) and goes on to 
speak of the instrument as giving "signs" to the danc- 
ers and singers as it strikes up thc prooemium, or in- 
troductory section. This description, not likely to be 
purely symbolic in nature, suggests that Pindar's vic- 
tory odes normally opened with an introduction which 
set the tempo for the chorus performing the song. and 
the poct's frequent reference to the instrument within 
the first third of an ode reinforces the importance of 
the music in giving the appropriate beat to the dancers 
and singers as the performance begins." 

The question then arises as to which instrument or 
instruments usually provided such accompaniment for 
a victory ode. As noted earlier, in four instances Pin- 
dar speaks of auloi and a stringed instrument being 
played in concert. so that we must assume that some- 
times odes were performed with both wind and string 
accompaniment. In most cases, however, Pindar 


speaks only of а lyre, which he most frequently calls 
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a “phorminx.” As suggested above, perhaps Pindar 
favors the term because of its Homeric associations; 
in a way the poet thinks of himself as a latter-day bard 
who praises famous men and their deeds, just as De- 
modokos sang of the exploits of the Greek heroes re- 
turning from the Trojan War.5 The first Olympian 
Ode, in fact, contains explicit Homeric overtones in 
connection with the ode's instrumental accompani- 
ment, for Pindar speaks of taking the "Dorian phor- 
minx" down from its peg, just as Demodokos takes 
his instrument down from a nearby peg where the 
herald had hung it for him at Alkinods’ feast for 
Odysseus.” 

Nothing in the text of Pindar solves absolutely the 
question of what Pindar's phorminx really was, but his 
descriptions of the instrument's thunderous sound do 
suggest the large resonance chamber of the kithara. 
There is no one standard epithet applied to Pindar's 
phorminx/lyra; it may be “many-voiced” or “golden,” 
or "sweet-melodied," to name but a few of the adjec- 
tives he uses. Occasionally he refers to the instru- 
ment's seven strings, and he also mentions the use of 
a "golden" plektron; all these details are consonant 
with but not limited to the kithara.” But, as we have 
seen, the evidence of the vase paintings roughly con- 
temporary with Pindar points to the use of the kithara 
as the chief instrument for formally presented songs at 
festivals and musical contests, so that this seems to be 
the instrument most likely to have been used for the 
accompaniment of formal choral odes. 

In short, despite the undoubted importance of the 
instrumental accompaniment to the production of Pin- 
dar's victory odes, the poems themselves reveal very 
few specific details about the instruments which pro- 
vided that accompaniment. Nevertheless, it can be de- 
duced that the odes were normally accompanied by an 
instrument of the lyre family, probably a kithara, 
sometimes together with auloi, and that the music in- 
cluded an introduction in which the lyra set the rhythm 
and tempo for the chorus. 


Musical Contests 


The kithara was the chief instrument (besides the au- 
los) on which participants performed in the musical 
competitions held at religious festivals. Although we 
do not have detailed information about the musical 
contests at the Pythian and Olympic games (or other 
such national festivals) in the sixth or fifth centuries, 
we do know something of the preeminent local Athe- 
nian festival held every year (celebrated on a partic- 
ularly grand scale every fourth year), the Panathenaia. 
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According to Plutarch, it was the great political and 
cultural leader Pericles, who sponsored a decree by 
which musical contests were introduced into the Pana- 
thenaic festival and who supervised the building of an 
auditorium in which the contestants performed. This 
Odeion had a pointed roof, and a comic poet of the 
time joked that Pericles (who was noted for his odd, 
pointed cranium) wore the building on his head. 

If Plutarch's intention here was to claim that var- 
ious kinds of musical contests were first introduced 
into the Panathenaia in the mid-fifth century by Peri- 
cles, his account is contradicted by evidence from Pan- 
athenaic amphorae that shows that such contests were 
probably part of the festival before the beginning of 
the century.? Panathenaic amphorae, many inscribed 
with an identifying label which says that the vase is a 
prize from the Panathenaic contests, generally depict 
Athena on one side of the vase and, on the other, 
participants in the particular type of contest in which 
the recipient of the vase was victorious. In the painting 
of the only amphora actually known (from the inscrip- 
tion) to have been given (filled with oil) as a prize to 
a kitharode who was victorious at the Panathenaia, 
Leningrad 17295 (fig. 10), made about 430 B.C., the 
player stands on a podium in the presence of two lis- 
teners, one standing with a staff in his hand, one 
seated and wearing a wreath like that of the performer, 
a simple wreath of olive or laurel. 

While it may be true that some scenes which show 
a kitharist standing between listeners do not represent 
contests, there is little doubt that the painting on the 
Kassel pelike (fig. 5) does indeed depict a contest of 
the sort held at the Panathenaia. The listeners, 
bearded men seated on either side of the performer, 
are wrapped in himatia, hold staves, and have wreaths 
made of long, straight branches bound about their 
heads. Both wreaths and staves suggest that these two 
men are judges, as does their formal attentiveness. But 
there is still more evidence, in the form of another 
painting by a member of the same Leagros Group of 
painters, in which the same figures appear. . 

In this second painting, on London 1926, 6-28,7 
(fig. 11), there are three listeners, one of them seated, 
and all of them dressed as in figure 5, with staves and 
branches. (The kitharist, as before, wears а white BP 
ton, though in this painting he has also a short mantle, 
and he too has branches bound about his head.) The 
important difference between figures 5 and 11 is that 
on the latter vase the performer steps up onto а low 
podium, making clear the formality of the — 
But since the scenes on the two vases seem essentially 


the same, we may assume that our figure 5 also rep- 
resents a formal situation, probably a contest. 


The Nike on amphora Oxford 274, who is appar- 
ently bearing a kithara to the young performer whom 
we find on the reverse side of the vase, flies over an 
altar on which a fire burns, reminding us that contests 
were held as part of religious festivals. A scene of 
kithara-playing contest that has been found on a vase 
of the Panathenaic type (though without inscription) 
makes this even clearer, for the player, surrounded by 
three listening judges (one seated) who carry staves, 
stands next to an altar with a fire on it (Paris F 282). 

In some cases, even kithara players who appear 
alone and without either podium or altar must be 
counted as contestants or victors. The kitharist who 
on the sixth-century amphora London B 139, for ex- 
ample, stands between columns with cocks atop them 
(just as Athena does on the other side of this Pana- 
thenaic vase without inscription) must surely be taking 
part in the Panathenaic festival; and the kitharist who 
is shown on both sides of Toronto 919.25.2, standing 
between columns of the same sort, is probably also 
Panathenaic contestant.” There are also several red- 
figured vases of the period 490-460 в.с. on which the 
kitharode stands alone on one side of the vase, and 
the listener-judge, usually a bearded man with a staff, 
appears on the reverse. Figure 8 shows both sides 
such a vase, Boston amphora 26.61.“ Here the listener 
is a young man; but this is not surprising, since other 
paintings suggest that youthful contestants might 
judged by young men not much older than themselves. 
The young judge holds his head—perhaps trying 
concentrate and make a difficult decision. 

In the few cases in which the kithara player is alone 
and there is no listener on the reverse, there is 
indication of his role, unless such factors as the elab- 
orateness of his costume or the fact that he wears 
wreath are taken into account—the young kitharist 
who lifts his right hand to adjust his wreath on Munich 
2319 looks very much like a contestant about to take 
his turn before the judges. 


From the period of the Peloponnesian War, 
have the names of several competitors in musical con- 
tests, some of them, like the contemporary political 
figures, the butt of jokes in the plays of the comic 
writers of the period. For example, in a comic frag- 
ment of about 420 в.с. , there is the following dialogue, 
which presumably concerns a musical contest of 
sort held at the Panathenaia; instead of inquiring 
about the winners, the speaker begins at the other end: 


A. Well, which kitharode turned out to be the 
worst? 

B. Meles, the son of Peisias. 

А. Who was the second worst? 

B. Hold on, let me see. Oh, I know! Chairis!^ 


А сёр’ io, хібаошбдс tig xáxictoc Éyévero; 

B (6) IIetoíov Мс. 

A pera (òè) Ménta тїс; 

B E' &тоби' ` ёуфда` Xaigic. 

"The verbal wit of the Old Comedians even led to 
the coining of a superlative adjective made from the 
word Kitharoidos, namely, kitharoidotatos—the "'kith- 
aroediest" musician of all. In a typically earthy pas- 
sage in Aristophanes’ Wasps (1275ff.), the chorus 
praises Automenes for the excellence of his three sons, 
whose respective talents embrace a rather odd com- 
bination of expertise: performing on the kithara, per- 
forming on the stage, and performing with the tongue 
(one of Aristophanes’ typically bawdy sexual refer- 
ences). The first son is described as a kitharoedic ex- 
pert (kitharoidotatos) known to everyone. His name, 
not mentioned here, can be determined from another 
play, where the musical brother is referred to as Arig- 
notos,“ 

The most famous of all kitharodes of the late fifth 
century was undoubtedly Timotheus of Miletos, who 
was born about 450 в.с. and who spent much of his 
life in Athens. А self-proclaimed revolutionary and a 
daring innovator, he is known to us through fragments 
of his poetic compositions (especially his nomos, the 
Persae), from a few contemporary remarks and from 
several later sources such as Plutarch. 

In the Persae, a copy of which came to light in 1902 
on a papyrus, Timotheus places himself third in a line 
of great creative musicians, following in the footsteps 
of Orpheus himself and the famous Terpander of Les- 
bos. 1а a puzzling passage, he claims that he has “їп- 
vented kithara-playing (kitharis) with eleven-stroke 
meters and rhythms, opening up the secret, many- 
hymned treasure of the Muses.” Reports in sources 
dating from several centuries later indicate that this 
claim was somehow taken to mean that Timotheus had 
added four extra strings to the canonical number as- 
sociated with the kithara. Such an interpretation is 
reflected in the story known only through writings of 
the Christian era that when Timotheus competed at 
tbe Spartan festival of the Karneia, the ephor (mag- 

istrate) in charge took a knife and cut off the four extra 
strings that had been added to the instrument.* Tim- 
otheus' own words in the Persae, however, include по 
mention at all of strings but only of meters and 
rhythms that involve eleven kroumata, or strokes. The 
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word krouma (from krouein, to strike) generally refers 
to the sound produced by striking the string with the 
plektron, not to the string itself, so that Timotheus is 
probably speaking of some kind of rhythmic pattern 
involving eleven beats rather than of the use of eleven 
different strings.” 

The only other information from literary sources 
that sheds any light on the question of Timotheus' in- 
ventions in kithara playing comes from a fragment of 
Pherekrates' late fifth-century comedy, Cheiron, in 
which the character Music complains to Justice about 
the assaults made on her person by various musicians, 
among them Timotheus and his teacher, Phrynis: 


Music: Next Phrynis, screwing his tuning pin, 
turning and twisting me, ruined me utterly by 
having twelve harmoniai on five strings. . . . But 
Timotheus, my dearest Justice, has ruined me 
and worn me out the most shamefully. 

Justice: Who is this Timotheus? 

Music: A certain Milesian redhead who brought 
me troubles. He's outdone everyone I've men- 
tioned, bringing strange, unmelodious ant-hills 
and unholy added notes and whistles; twisting 
me just as though I were a cabbage, he's riddled 
me completely with [?], and if he chances upon 
me somewhere as I'm walking alone, he pulls me 
down and undoes me with twelve strings 
[notes?].# 

Hovis ò’ їдіоу отобВіЛоу eupahwv tiva 

xáuztov ue xai отоёфшу GAnv dtepOdoet 

èv лёуте yoodais dwoex’ águovíag Eywv.... 

6 òè Tuió0cóc u’, à фідтатт, xatogwevxEV 

xai óiaxéxvauy' йоу‹ота. 

AL. лоїос o)tooí 

(ó) Т;ибгос̧; 

MO. Mujjotóg тїс zvooíac 

хаха uot лаоѓсуғу ols йёлаутас ойс Aéyw 

ztaptArjÀvO', дуауфу éxtgaaéAovc uvounxiàç 

Eaguovious, UntofloAa(ovc т dvooíov 

xai vtyÀágovc, done тє тас бафйуоос бАту 

хаџлфу ME XOTEHÉOTQOE .... 

xdv ёутбул лой uot Baditovon udyn, 

dzédvoe xavédvoe yopóaic Evóexa. 


This fragment, with its double entendre and the 
risqué innuendo so characteristic of Attic comedy, is 
of particular importance since its author was a contem- 
porary of Timotheus. Exactly how we should inter- 
pret it is, however, problematical. The emphasis of the 
passage seems to be on Timotheus' twists and turns 
(that is, his use of embellishment and ornamenta- 
tion)—his "'ant-hills;" extra notes, and “whistles.” But 
does the last line mean that he achieved these effects 
through the use of extra strings? Because there is no 
evidence in the vase paintings to indicate that any form 
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of lyre suddenly acquired five extra strings during the 
last decades of the fifth century, we must look for some 
other interpretation. A probable explanation is that 
dodeka chordais should be translated not as “twelve 
strings" but rather as a "dozen notes,” and that the 
phrase is meant to continue the obscene double en- 
tendre of the passage by alluding to the “twelve po- 
sitions” envisioned in the Greek version of the Kama 
Sutra.” In other words, Music is saying that Timotheus 
assaults her with his twists and turns and great num- 
bers of notes, all of which result from his excessive 
fondness for ornamentation. 

Although the picture is far from clear, Timotheus' 
innovations seem to have been misinterpreted by the 
writers of late antiquity, who, instead of stressing the 
musical and rhythmic complexities alluded to in the 
words of Pherekrates and of Timotheus himself, sim- 
ply retell the story of the cutting off of the extra strings 
that Timotheus was supposed to have added to the 
kithara. The story makes a vivid and dramatic, though 
probably apocryphal, parable of excessive innovation 
curbed in the name of traditional propriety and mod- 
eration.’ 


The Technique of Kithara Playing 


The kitharist, as the visual evidence shows, stands 
while he plays his instrument, a further indication of 
the formality of the occasions when the instrument is 
used. Among several hundred scenes with the kithara 
from this period, scarcely more than a dozen show a 
seated performer, who is always a mythological figure 
such as Apollo; four of them are libation scenes, in 
which Apollo (or, in one case, Heracles) does not ac- 
tually play but holds a dish in his right hand (Heracles 
holds a pitcher to pour a libation to Athena).? 

The kithara is held upright, as in figures 3 and 12, 
or tipped inward somewhat to rest against the player's 
Shoulder, as in figures 2, 5, 8, and 9. The kithara is 
rarely tipped away from the player more than very 
slightly unless he is seated or not playing—when he is 
tuning, mounting a podium, or (if he is Apollo) ac- 
cepting a libation. : , 

The entire left hand of the player, with the left wrist 
in the sling that helps support the instrument, 15 nor- 
mally visible behind the strings as the performer faces 
right (as he does in the great majority of paintings). 
The mobility of this left hand is restricted by thc sling, 
and we must also remember that the back of the kith- 
ara is not flat, but bulging, and that the player's left 
forearm lies over this bulge (sec chap. 2, fig. 9с), ап- 
other factor to be considered when the possible left- 
hand techniques are discussed. The hand may be par- 
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allel to the strings, as in figure 5, or tilted to the side 
toward the outer arm of the kithara, as in figure 13, 
The palm of the left hand faces the strings, as in these 
two examples, or is occasionally rotated outward 
somewhat as in figure 9, apparently to bring the thumb 
into a better position to pluck the strings. The whole 
hand is ordinarily visible just above the upper edge of 
the soundbox. 

In black-figured vase paintings, especially the older 
ones, the left hand tends to be shown with all the 
fingers straight and somewhat separated (figs. 2 and 
12). In red-figured paintings, however, though the 
kinds of scenes are fewer, we see a wider variety of 
left-hand positions and find that the fingers may be 
shown in a large number of positions, close together 
to stretched apart, some or all of them straight or 
curved or bent forward from the palm or even com- 
pletely curled, the thumb straight and close to or held 
away from the other fingers, or bent across the palm 
(figs. 1, 3, 5, 9, and 14 illustrate some of these pos- 
sibilities). 

Although it is clear enough that the players touch 
the strings with their left-hand fingers, we cannot use 
evidence of this kind to determine which strings are 
touched—tables summarizing the variety of finger po- 
sitions behind the strings would be meaningless, for 
few vases are painted so carefully as that, and it is not 
likely that the painters themselves knew, or were con- 
cerned with, such fine details of kithara technique.® 
It is also not possible to tell from this evidence whether 
the left-hand fingers were used to stop the strings, that 
is, to push against them, changing their pitch by 
changing their effective length. It may be argued, how- 
ever, that the players did ло! do this, for several rea- 
sons. 

First, the arm must have been in an awkward po- 
sition, lying over the bulging back of the instrument 
(see chap. 2, fig. 9c), and the left hand had little free- 
dom of movement in the sling. Second, it would have 
been difficult, given the way the instrument was sup- 
ported (by the sling and against the left side of the 
body), to press hard against the strings, although light 
pressure, producing harmonics, might conceivably 
have been used.“ But most important, the points 
along the strings that could be reached by the re- 
stricted movement of this hand-in-the-sling are not 
those required for stopping the strings to change their 
pitch by the small amount (say, one step) that would 
be useful, presumably, for the purposes of either mel- 
ody or accompaniment, as this would require stopping 
the string quite close to the crossbar or the bridge. 
Nor arc these points that can be reached sufficient for 
the production of more than a few harmonics (though 


these may be the very “ant-hills” and “whistles” al- 
luded to in the Pherekrates fragment quoted above). 
Tt therefore seems more reasonable to assume that 
normally the left-hand fingers touched the strings pri- 
marily to damp certain ones (that is, to prevent them 
from sounding when the plektron swept over them) or 
to pluck them. There is considerable evidence of the 
latter technique among the vase paintings, which often 
show the tip of the thumb close to the tip of the index 
finger, or to one of the other fingers, as in figure 14. 

The evidence indicates that the performer always 
holds the plektron in his right hand when playing and 
that he uses it in a stroke that sweeps outward across 
the strings, sounding all the strings that are not 
damped with the left-hand fingers.** Figures 2, 3, 5, 
9, and 13 show the pose typically seen in the paintings, 
the right hand holding the plektron at the outer edge 
of the instrument or beyond, at varying heights. That 
this pose indicates the completion of a stroke away 
from, rather than the beginning of one toward, the 
player is suggested, at least, by the greater case of 
movement possible in the former and by the rather 
relaxed look of the hand and arm. Other poses for the 
right arm, in the case of kithara players. are rare, 
though they arc sometimes found in paintings of the 
other members of the lyre family, which may be pre- 
sumed to use the same basic technique (see chaps. 4 
and 5).? 

The performer in figure 8 does offer us one of the 
few variations in right-hand position—he holds the 
plektron below the bridge, between the bridge and 
lower string fastener, a position that Otto Gombosi 
contended represented a technique of pressing against 
a string below the bridge to increase its tension and 
thus change its pitch.” The scarcity of other examples, 
however, and the fact that in figure 8 (the best such 
example) the performer is not sounding the string by 
plucking it, prevent us from accepting this theory. It 
seems far more likely that what we sce here is simply 
the movement of bringing the plektron back to the 
Starting point. ready to sweep outward across the 
strings. 

The players of the kithara are rarely seen in the 
act of singing while thev play, and no scenes have come 
to light in which anyone other than the kithara player 
is singing. Although this lack of singers and singing 
kitharists is certainly a matter of the conventions of 
painters, it is interesting to note that only two kinds 
of singing kitharists have been found—satyrs and mor- 
tal kitharodes—and that there are no representations 
at all of Apollo singing. though paintings of Apollo 
far outnumber those of all other kithara players com- 
bined, s ‚ 
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The two available examples of satyr-kitharodes 
who are clearly singing (shown with open mouth) are 
both on black-figured vases, while the four paintings 
of mortal kitharodes singing are on red-figured or 
white-ground vases, mostly of later date than the satyr 
scenes.? In each of the four, the mortal kitharode 
stands alone, though there is a listener or Nike (on 
one vase, Dionysos) on the other side of the vase. The 
players tilt their heads back and seem to sing with 
gusto (see figs. 8 and 13). 

Another small group of paintings allows us to see 
kithara players in the process of tuning their instru- 
ments. In figure 4, Heracles, while mounting a podium 
to play before Athena, reaches up and wraps the 
thumb and first two fingers of his right hand around 
the kollopes on the crossbar; his left hand seems to 
test the strings by plucking them. The fourth and fifth 
fingers of the right hand, at the crossbar, stand straight 
up, a position also seen on Hannover vase Kestner 
753, in which Apollo tunes his kithara while seated on 
a diphros (stool) in the presence of Leto and Artemis. 
The vase Warsaw Czartoryski 11, a somewhat later, 
poorer vase, also has a seated Apollo (with Artemis) 
tuning his kithara in a similar pose.” 

All these vases are black figured, but figure 15, 
though as early as the others (ca. 520 в.с.), is red 
figured and the only painting in this group to show a 
mortal performer. It shows him, moreover, in back 
view, giving us a rare opportunity to observe both the 
instrument and the tuning method from this perspec- 
tive. The player, a youth in chiton and bordered 
chlamys, has his left wrist in the sling, his fingers and 
thumb straight—the pose records no visible plucking 
gesture. The fingers of his right hand are around the 
crossbar; it seems likely that the thumb is on the near 
side of the crossbar, as in the other paintings. The 
player tips the instrument out, probably to make it 
easier to reach the crossbar, and lifts his knee, perhaps 
to help steady it. These four paintings constitute con- 
clusive evidence that the knobs at the end of the cross- 
bar do not serve as the standard means of tuning the 
instrument; in fact, no examples have been found 
showing a player with his hand at the end of the cross- 
bar of any type of lyre. The tuning of each string is 
accomplished by adjusting its kollops on the crossbar. 
This is probably the action given such suggestive over- 
tones in the Pherekrates fragment (above) where Mu- 
Sic says, "Phrynis, screwing his strobilon ("tuning 
рїп")... ruined me utterly by having twelve har- 
moniai on five strings." In place of the word kollops 
Pherekrates uses srrobilon, literally "ball" or "spin- 
ning top;" here probably with double reference to the 
tuning device and to sexual intercourse. 
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The Sound of the Kithara 


The literary references in which the kithara is men- 
tioned by name contain only a few details about the 
instrument's construction and sound, so that most of 
Ойт conclusions must be deduced from the evidence of 
the vase paintings. Euripides does provide the infor- 
mation that the kithara had seven strings and that it 
was played with a plektron, which was apparently 
made of animal horn.“ In addition, he describes the 
Sound produced by the instrument as a "cry" (enope) 
Or “shout” (iache); in one passage, his contemporary, 
Aristophanes, implies (doubtless with comic distor- 
tion) that the sound of the kithara is as loud as a cock’s 
crow.” Even if we allow for poetic overstatement, it 
appears that the kithara, in contrast to the "bright- 
sounding" Homeric phorminx, was thought of as pro- 
ducing a loud sound. It is certainly reasonable to sup- 
pose that the kithara was capable of an unusually 
resonant, loud volume, given its relatively large sound- 
box, as evident in the vase paintings, and the use of a 
plektron made of some hard material like horn. 

The only other available evidence concerning the 
Sound of the kithara is to be found in two onomato- 
Poetic words that presumably imitate its music: topla- 
totrat and trettanelo. The repetition of the hard 
Consonant г in both these words seems to suggest that 
the plektron stroke had a rhythmic percussive effect, 
Or at any rate that the strumming sound produced was 
more like a sharply articulated striking of the strings 
than a gentle silvery sweep across them. 


Construction 


The vase paintings confirm that the kithara was a 
Seven-stringed instrument during the Classical period, 
at least in Athens, for though representations of kith- 
aras with six strings turn up frequently, and some are 
to be found that have eight, or five, the most carefully 
painted vases show us seven, and only occasionally six; 
and approximately two-thirds of al! the paintings with 
visible strings are of seven-stringed kitharas. 

The size of the instruments can be only roughly 
gauged because many are only partly visible and the 
Shape is often distorted in photographs by the curva- 
ture of the vase. Using the length of the aduit player's 
arm from elbow to second knuckle as a convenient (if 
relative) unit of measure, we find that the majority of 
kitharas are about as wide as this unit, and nearly all 
the remainder are only a little wider or narrower (% 
to 1% times our basic unit). The height of the kithara 
Seems to vary more than the width (though here photo 
distortion may be 2 factor). Most kitharas are from 


1% to two times as tall as the elbow/second-knuckle 
unit of measure, and are normally at least high enough 
to extend from the player's waist to the top of his head 
(many extend a good bit higher). The height of a given 
kithara may be a little more than the width, or as much 
às twice the width, although most lie within the range 
in which the height is about 144 to 14 times the width. 

A tendency for the kithara to become somewhat 
longer in the body, foreshadowing a changed shape 
that becomes evident in the fourth century, is just dis- 
cernible in our examples after 450 в.с., a period from 
which few representations of the kithara are to 
found. 

The kithara so beautifully executed by the Berlin 
Painter, figure 13 (New York 56.171.38), may stand 
our example of the shape of the kithara known in Clas- 
sical Athens. The upper parts of the arms, above 
Crossbar, appear wide and tall and rectangular; 
lower arms curve outward; and from them the sound- 
box tapers somewhat to the straight line of the 
base. 

Only one side view of the kithara of this period, 
Bern 12409 (fig. 16), has come to light, but there 
several back views of the instrument, including rep- 
resentations on the Parthenon frieze (fig. 6), on a coin 
from Delos of 525-500 в.с. (London, Knight Coll.), 
and on a tiny steatite scarab of the same date (fig. 17). 
We can consider what we see in these examples in 
light of what we have found in the side views on 
sixth-century relief from Delphi (chap. 2, fig. 9c). 
bulging backs seen in the Delphi relief were very likelye 
still present, though perhaps somewhat modified, 
the kitharas of the Classical period; we must therefore 
subject the three low-relief objects mentioned above, 
to some interpretation and assume that the instru. 
ment's back stood out more than is allowed for, at leas 
in the coin and the Parthenon frieze. 

Both the scarab (fig. 17) and the frieze show clearly 
that the bulge is greater at the top of the soundbox_ 
which tapers toward the base, and that there is a slighy 
ridge running down the center of the back (on 
frieze the cloth lies just next to this ridge). From 
we can assume that the bottom of the soundbox has 
roughly triangular shape, as the Parthenon frieze 
seems to indicate." The didrachm coin from Delos 
makes evident one feature of the general outline 
can seldom be seen in paintings (though it is visible 
fig. 8), since the player's wrist sling is apt to be in 
way: the top of the soundbox may rise in a hump 
lies just below the performer's left hand. 

In a few instances, the paintings show the come: 
formed by the bottom and side of the soundbox, 
seen in front view, as a rounded outline rather 


an angle. It seems possible that the painters may be 
confusing the characteristics of two different instru- 
ments, but it also may be that this is a rarely seen 
variant shape. The examples of this shape are part of 
scenes that have some connection with the cult of Di- 
onysos or Heracles. 

There are no archaeological remains of the kithara 
that would allow us to report on the material of which 
it was made, but there can be little doubt that the basic 
material was wood, sometimes decorated with ivory, 
amber, or small gold ornaments. There was practically 
no other suitable material available, and we can point 
to similar instruments of which remains have been 
found in Egypt that were of wooden construction.*” 

The arms of the kithara were made in at least two 
sections and set into the soundbox; the paintings often 
show diagonal lines across the lower arm, and lines on 
the soundbox below the arms that seem to indicate the 
joining of separate pieces (figs. 2 and 4 show the lines 
on the lower arms; figs. 9, 13, and 15 show the joining 

' of lower arms and soundbox; and fig. 5 shows both 
types of seam). As figure 16 suggests, the arms of the 
kithara, like those of the other members of the lyre 
family discussed in chapters 4—6, are turned at an an- 
gle, and their upper sections lean forward somewhat. 
This figure also suggests that the belly of the kithara 
may not have been completely flat, but slightly arched, 
and that the sides of the soundbox are curved around 
to make a smooth transition from front to back. 

Both the bridge and the lower string fastener are 
depicted in a variety of ways in the paintings; the 
bridge in particular, which may have caused problems 
of perspective, is portrayed in many different ways (or 
may not bc shown at all). Its appearance varies from 
a thin line to a thick rectangle with "feet" showing 
above and below on both ends (the "feet" are some- 
times indicated by small circles above and below the 
rectangle, sometimes by making the end of the rec- 
tangle into a cloverleaf or trefoil shape). 

The lower string fastener, when it is visible, also 
varies in size and claborateness; the one in figure 13 
is an unusually detailed example. It is not always rec- 
tangular—some examples are wider at the top, where 
the strings are attached. than at the bottom, where the 
fitting itself is presumably fastened to the base of the 
soundbox. 

From the lower string fastener, the strings some- 
times rise parallel to one another (figs. 1, 8) and some- 
times fan out. as in figure 13; strings that diverge 
slightly. as in figure 9, are perhaps the most realistic 
portrayals. The way in which the strings are fixed to 
the crossbar of the kithara is by no means clearly 

shown; kollopes depicted by painters of the fifth cen- 
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tury apparently consist of pieces of leather around the 
crossbar through which run small pins of wood, bone, 
or ivory placed at right angles to the crossbar. They 
are often not visible or are sketchily indicated (though 
they may be painted red), and the way the strings are 
fastened around them is rarely made evident.” Both 
figures 9 and 13 have clear kollopes (probably both of 
the same type, though in figure 13 they appear to be 
fastened on the front side of the instrument) but do 
not reveal how the strings are wound around them. 
One can occasionally see a pattern of x’s along the 
crossbar, as on New York 21.88.73 and London E 383, 
suggesting that the strings were wound around the kol- 
lopes and crossbar in figure-eight patterns. 

The crossbar itself, which is often depicted as wider 
in the center where the strings pass over it and tapering 
to the ends, generally appears to be placed in front of 
the arms, resting in grooves just above the spiral or- 
naments. It has knobs of some sort (a feature rarely 
found on other kinds of lyres) at either end, but they 
are often carelessly executed—figure 9 is an unusual 
example in which they are shown in some degree of 
detail. 

The ornamental construction of the arms of the 
kithara remains basically unchanged throughout the 
period under consideration here; once again, figure 13 
offers an excellent example of the details.” As in the 
earlier period, many of the black-figured vases show 
the parts of the arms above the crossbar, and some- 
times the details of the inner sides of the arms as well, 
in white (as in figs. 2 and 12), leading us to conclude 
that these parts were faced with, or made of, ivory. 
The spiral just below the crossbar (at the base of the 
upper arm) is replaced in figure 8 with a large round 
boss; such an ornament might very well have been 
made of gold, at least on the most elegant instruments. 

It is interesting to compare the inner-arm construc- 
tion of the kithara of the Classical period, as seen in 
figures 9 and 13, for instance, with that of a kithara 
from the Archaic period, the seventh-century example 
on the bronze back plate from Olympia seen in chapter 
2, figure 8. The two points facing inward in the early 
example have by the fifth century become greatly ex- 
aggerated, and there is a small support between the 
upper "point" and the scroll. The overall effect often 
makes one think of the eye (created by painting a small 
Circle at the end of the upper protrusion) and open 
mouth of a bearded snake—a symbol that would be 
appropriate for Apollo's kithara, since it was he who 
slew the Python of Delphi, represented as a bearded 
serpent." Figure 15 shows an unusual fifth-century ex- 
ample with three “points” on each side (the ones at 
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the top, on the ordinary kithara, do not protrude be- 
yond the edge of the arm). 

On a number of kitharas we can see a very small, 
more or less rounded protrusion on the outside of the 
arm, opposite the scroll or a little lower. It appears to 
be nothing more than an insignificant ornament. A 
more obviously ornamental feature of many kitharas 
is the decorative band along the bottom front edge of 
the soundbox. 

A further detail about the ornamental aspects of 
the kithara is revealed in a passage from one of Aris- 
tophanes' comedies in which the poet berates the au- 
dience for their unsympathetic posture toward a fellow 
comic poet, Cratinus, who is now past his prime: 


But now, although you see he is in his dotage, you 
feel no piety, even though the amber [studs] are 
falling out, the tension is gone, and the tunings 
[Farmoniai] gape wide open. Now that he's old he 
wanders around, like Konnas [a music teacher], 
holding his crown and dying of thirst. But once his 
victories won him free drinks in the prytaneion and 
front-row seats in the theatre, right next to the 
priest of Dionysos.” 


ууу Ó' úueiç айтду бошутес ларайтоойут' одх 
èhecite, 

ёхлиілтоосйу tùy ђАёхтошу xai той tóvov 
оўхёт' ёубутос 

тфу 0' dovouwy Ótayacxovaov' 4АА@ yéowy ðv 
NEpLÉQQEL, 

Фолго Kovvác, отёфауоу uiv шу adov lyn 
ó' алоАшАшс, 

бу дођу дй rac лоотёоас̧ víxac alveiv dv tà 
novtaveiw, 

xai uù Ayotiv 81А beãoboi Ainagdv лара tà 
Atoviow. 


Although we cannot be positive that a kithara is the 
type of lyre with which Cratinus is being compared, 
the reference to amber decorations corresponds well 
with the representation of kitharas in the vase paint- 
ings, in which the two small circles often shown on the 
instrument’s soundbox seem to suggest some sort of 
inlaid ornaments. Furthermore, it would make better 
sense for a professional comedy writer to be compared 
with a professional's instrument (which the kithara 
was) rather than to a mere schoolboy’s lyre, for ex- 
ample, which in any case does not seem to have had 
much decoration. . 

Many of the kitharas have such small circles on the 
soundbox, one on either side of the bridge, sometimes 
close to the bridge, sometimes nearer the outside edge 
of the soundbox, usually at about the height of the 
bridge, or a little above or below (see fig. 1).? But in 
several cases the circle that shows is high and usually 
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near the edge and resembles an eye because of its 
circle-within-a-circle design.” On Paris Е 58 the circles 
are incised on what is presumably the back of the in- 
strument. Circles on the soundbox, whether they are 
ornaments or soundholes, are found as far back as late 
Geometric times in connection with the phorminx and 
may be an inheritance from that instrument, whose 
functions were to a great extent taken over by the 
kithara. 


Accoutrements 


The sling with which a kithara player in the vase paint- 
ings supports the instrument against his chest is not 
mentioned by name in any sixth- or fifth-century 
Sources, but according to a later (probably Byzantine) 
Source, it was called an aorter, or strap, a word derived 
from the verb aeirein, “to raise up." 

This sling for the player's left wrist is often shown 
as red or decorated cloth, sometimes (in red-figured 
paintings) with a fringe along the lower edge. ]t 
customarily fastened to the outside arm, either by 
knotting or by securing with a button or peg that is 
visible in some examples, A few of the later vases, 
however, have kitharas with slings that are attached 
low on the outer edge of the soundbox and run diag- 
Onally across the front to the player's hand.” 

The accessory called here (for want of a better 
name) the “sash” is present on most kitharas hanging 
from the outside edge of the soundbox and sometimes 
appears to consist of the free ends of the wrist sling 
after it has been knotted.” In other paintings it seems 
to be separate from the sling but held by means of it— 
a loop of the sash often shows above the sling at the 
outer edge of the instrument.” The sash is usually 
quite long, extending from the sling to well below the 
bottom of the soundbox; but there are some that are 
short, little more than half the height of the soundbox. 
Figure 18 shows such a sash, and one, moreover, that 
is not fastened through the sling—it hangs from 
clearly indicated peg or button halfway down the side 
of the soundbox.” 

Since the sash is commonly indicated by painting 
or incising a number of thin lines, scholars have sug- 
gested that it represents a set of spare strings, an ex- 
planation that does seem plausible in a great many 
cases." But there are also some difficulties with this 
theory—the shortness of the sash in examples such 
figure 18, for example, or the fact that on some vases, 
both red- and black-figured, the sash is painted red 
(as it is in fig. 8), while the strings actually in use are 
incised or painted in black." On the Panathenaic prize 
amphora, Leningrad 17295 (fig. 10), the sash, looped 


under the sling, is a fillet (a cloth band of the sort 
often worn around the head) with long fringed ends; 
and on London E 383 the sash, though painted in thin 
lines, is both short and wavy. 

One of the distinguishing characteristics of the 
kithara is the cloth that hangs down the back of the 
instrument and shows beneath it as it is seen in front 
view. The cloth, which is rarely absent in representa- 
tions of this instrument and which often has an elab- 
orate pattern and fringed ends, is in many cases quite 
long and falls in several folds; sometimes, however, 
only a short length of it is visible below the edge of 
the soundbox. The pattern on the cloth is occasionally 
the same as that of the performer's himation, but more 
often it is unmistakably different from the material 
used for the player's garments. The cloth is custom- 
arily attached, apparently, to one of the arms of the 
instrument at the back; see figure 15, a back view 
showing the cloth fastened to the outer arm and pass- 
ing under the sling. But it is perhaps more commonly 
attached to the arm next to the player, as appears to 
be the case in figure 8; the bands around the base of 
the inner arm in figure 13 may be the cords that hold 
the cloth in place. 

Speculations conceming the purpose of the cloth, 
as mentioned in chapter 2, have included theories that 
it is a cover for the instrument when not in use, or 
that it may serve to protect it and cushion the player's 
arm when the kithara is played. The notion that it is 
a cover is made less plausible by the number of ex- 
amples in which the cloth is long and has a rather 
narrow scarf-like appearance, both its ends showing 
below the instrument. The later the vase, the narrower 
the cloth is likely to be: on prize amphora Leningrad 
17295 (fig. 10), ca. 430 s.c., the cloth looks almost 
like the two ends of a fillet, even narrower than the 
one in figure 1 (dated ca. 450-440 в.с.), which also 
shows two long sections of cloth, fringed and very nar- 
гож. While the cloth may have served as a cover at 
some earlicr stage in the development of the instru- 
ment, its function in the late fifth century, as these 
examples suggest, was at least in part decorative, and 
perhaps also practical in cushioning the player's arm 
against the instrument. 

All the instruments of the lyre family are played 
by means of plektra, and all customarily have the plek- 
tron attached to the instrument by means of a cord. 
But whereas the cord is tied around an arm of the 
instrument in the case of most other lyres, the kithara 
normally has it fastened to the bottom of the soundbox 
(usually at the center, as in figure 5, but sometimes at 

the outer corner, perhaps to a small ring that is not 
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shown in the paintings) or to one of the side posts of 
the lower string fastener, as in figure 13. 

The plektron itself is an oval, a thin piece of ivory, 
horn, metal, or bone, about the size of a tablespoon 
(see chap. 2, The Chelys-Lyra in the Visual Arts of 
the Archaic Period). It has a handle wrapped with 
cloth or leather, often with a tassel at the end, as in 
figure 13. The plektron, handle, tassel, and cord are 
frequently painted red. 

When the kithara is not being played (as when the 
performer holds a libation phiale in his right hand, for 
example), the plektron may be laid over the bridge 
and sometimes stuck into the strings as well; Boston 
94.45 (fig. 19) shows it tucked under the strings just 
over the lower string fastener. (Both these methods 
provide opportunities for us to see the plektron itself 
better than we can when it is being used.) On Munich_ 
2319 we see the plektron stuffed through the :'rings 
above the soundbox and wedged between the thumb 
and index finger of the player's left hand.® There аге 
also several doubtful examples in which the plektron 
may be pushed through the knot where the sling and 
sash are fastened together.” 


The Kithara with Other Instruments 


Only one passage in Greek literature (Eur. JA 1036- 
39) actually mentions the kithara in combination with 
other instruments, the syrinx and the "Libyan lotus” 
(aulos?); the context, however, is a mythological ref- 
erence to the marriage of Peleus and Thetis, so that 
we cannot be sure that the passage reveals anything 
of actual fifth-century practice. If the literary refer- 
ences of the period were the only evidence, we would 
have to conclude that the kithara was generally not 
played together with other instruments. But depictions 
in vase painting of the kithara and aulos in ensemble 
Suggest that the literary evidence is deceptive in this 
respect. Also, if we accept the theory that Pindar’s 
instrument was in fact the kithara, we have four ref- 
erences to the performance of his odes (among a total 
of 17) in which he specifically mentions the instrument 
as being played together with the aulos. (It was evi- 
dently not uncommon for a victory song to be accom- 
panied by the kithara in combination with one or more 
pairs of auloi as well.)™ 

If the visual evidence is a reliable indication, the 
Occasions at which another instrument might be com- 
bined with the kithara in actual Athenian life were 
very few, and the aulos is the only instrument so rep- 
resented. The aulos appears with the kithara in the 
scenes of sacrificial processions, both in vase paintings 
and on the Parthenon frieze, and both are played in 
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the onc banquet scene available that appears to be 
taken from real life (London B 679). 

But the rest of the examples of aulos and kithara 
Show us, as in figure 12, the aulos in the hands, not 
ОЁ mortals, but of satyrs (or, in two instances on other 
Vases, a maenad) in the company of Dionysos. In one 
of the paintings, a Return of Hephaistos to Olympos 
(Cambridge, Harvard 1960.236), there are satyrs play- 
ing kithara, aulos, and barbitos, the latter (common 
among satyrs and revelers) the long-armed relative of 
the chelys-lyra (see chap. 5). In figure 12, kithara 

` and aulos are joined by yet another instrument, the 
krotala, long pieces of bone, wood, or ivory fastened 
together in pairs and played roughly in the way cas- 
tanets are played. 

The krotala are found with the kithara more often 
than are the auloi, and there is reason to believe that 
their presence symbolizes a mythical follower of 
Dionysos, even when the krotala player accompanies 
Apollo, and neither Dionysos nor a satyr is present. 
The krotala are always played by women, clearly 
maenads in those paintings (half the available exam- 
ples) that do include satyrs or Dionysos. Apollo may 
appear in such scenes too—in one interesting example 
(fig. 18) Apollo, Dionysos, and two maenads (one 
playing krotala) are accompanied by Hermes, who, as 
god of flocks, plays the shepherd's instrument, the syr- 
inx, or reed “pan-pipes.” But Apollo appears in a 
number of instances with two, three, or four women, 
at least one of whom plays the krotala, in scenes in 
which there are no other figures (see the discussion 
above concerning the identity of the women). Such 
Scenes show that the notion of a strict dichotomy be- 
tween the "Apollonian" and the "Dionysíac" is a 
modern fancy inspired by Nietzsche that did not occur 
to the Athenian vase painters. 


The kithara, according to the evidence assembled 
here, was an instrument played by male performers 
for forma! public occasions with some degree of reli- 
gious significance. We know that there were kithara 
contests as part of religious festivals and that kithara 
players and aulos players together took part in sacri- 
ficial processions at Athens. Other religious proces- 
sions in which kitharists may have taken part were the 
wedding processions of certain wealthy families, al- 
though the evidence is not clear as 10 what extent such 
scenes are only religious symbols rather than repre- 
sentations of real events. ; 

The instrument may have played a role in the cult 
observances of Dionysos, for though it appears as the 
Chief attribute of Apollo in a very great number of 
scenes, there is nevertheless a significant number of 


ө 


representations in which а satyr plays the kithara, 
along with the krotala and/or the aulos, before Diony- 
sos. The instrument may also have had some role in 
the cult of the hero Heracles. Apart from vases that 
present Heracles as kitharist or show the kithara 
played at his apotheosis, there is a single vase on which 
we see a young man playing the kithara in front of a 
shrine to Heracles. 

We have some reason to believe that the kithara 
was occasionally heard (or used as a stage prop) in 
Athenian plays, which were performed in honor of 
Dionysos. There is only slight evidence of the kithara 
as a provider of music, perhaps with the aulos, at ban- 
quets (the available scenes may have only a mytholog- 
ical significance). 

The costumes worn by players also attest to the 
formality and importance of the occasions when the 
kithara was heard. Apollo's costume, a bordered or 
decorated himation or chlamys over a decorated or 
pleated full-length chiton, is also worn by many of the 
mortal kitharodes; but others wear a long, loose gown 
with broad bands of color down the side from the arm 
to the hem, an equally imposing and formal garment. 

The techniques available to the player of the in- 
strument appear to have been more limited than has 
sometimes been conjectured (though we must keep in 
mind that the music was by no means necessarily ren- 
dered primitive or monotonous because of this). The 
player's left hand is apparently used to pluck and damp 
the strings and possibly to produce some harmonics; 
but it is not in a position to stop the strings (that is, 
change their basic pitch) effectively or at a useful 
point. The right hand sweeps the strings with the plek- 
tron, probably with an outward stroke only; perhaps 
the left hand plucked the strings while the plektron 
was being returned to its starting point. Only the 
strings that are not being touched with the left-hand 
fingers will ring clearly, so that the player can presum- 
ably command a considerable variety of sounds. 

Although only half a dozen examples that show 
kitharodes visibly singing have been found, we have 
to assume that this is a matter of the painters’ pref- 
erence and refrain from drawing conclusions about the 
use of the kithara as a solo instrument on the basis of 
such evidence. The small group of vases that show 
players tuning, on the other hand, is sufficient to allow 
us to conclude that the strings were tuned individually 
by turning each kollops. 

One of the great ironies of Western history is that 
in the midst of the most creative period in the history 
of Greece occurred her longest and most destructive 
war, the Peloponnesian War fought between Athens 
and Sparta (along with their respective allies) almost 


continuously from 431 to 404 8.c., when Athens finally 
fell. These turbulent final years of the fifth century 
brought on rapid changes in musical customs and prac- 
tice, as we shall see, changes that were often later 
criticized by conservative figures such as Plato (of 
whom more will be said in chap. 7). The kithara, in 
somewhat changed form, continued in use after the 
turn of the century and into the Hellenistic (not to 
mention Roman) period, but the developments of the 
fourth century are best reserved for later discussion. 
The seven-stringed kithara, large, elaborately or- 
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namented, and provided—unlike all the other lyres— 
with a fringed or decorated cloth that hangs from it, 
was in Classical Athens both a religious symbol and a 
living instrument. But its uses were limited, it seems, 
to occasions of some religious significance; and thus, 
though it was certainly the most respected of stringed 
instruments, it was not the one chosen to accompany 
the more mundane events in fifth-century Athenian 
life. For these we must turn, in the chapters that fol- 
low, to the other members of the lyre family known 
to Athens in the fifth century. 
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1. Boston 97.370. Attic 
red-figured (r.f.) 
oinochoe. Detail: Apollo 
and Artemis at altar. 


2. Toronto 919.5.133. 
Attic b.f. hydria. Detait: 
Apollo as kithurist 
walking beside wedding 
quadriga. 
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3. London B 206. Attic 
b.f. amphora. Detail, А: 
Dionysos and Ariadne, 
satyrs, maenads; B: 
Dionysos in quadriga, 
satyrs, maenads. 
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4. Munich 1575. Attic b.f. 
amphora. Detail: Heracles 
mounting podium. 
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S. Kassel T 675. Attic b.f. 
pelike. Detail: kihara 
contest. 


6. Athens Acropolis, 
Parthenon frieze, plaque 
875. Kliburists, 





7. Plovdiv 298. Attic r.f. 
hydris. Detail: theoxenis 
for the Dioscuri. 


B. Boston 26.61. Attic r.l. 
amphora attributed to the 
Brygos Painter. Details: 
side A: kitharode; side B: 
listener. 


9. New York 20.245. Attic 
ef. amphora attributed 10 
the Pan Painter. Detail: 
kitharisi. 
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10. Leningrad 17295. 
Attic Panathenaic 
amphora. Detali: 
contestant оп podium, two 


Judges. 


11. London 1926.6-28.7. 
Attic b.f. amphora. 
Detail: contestant 
mounting podium, three 
wreathed judges. 





12, London B 300, Attic 
b.f. bydria. Detail: 
Dionysos, satyrs, aud 
macnads. 
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13. New York 56.171.38. 
Attic r.f. amphora 
attributed to the Berlin 
Painter. Detail: kitharode. 










M. Atbens Nat. Mus. Acr. 
609. Attic rf. fragment. 
Kitharist. 
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15. Cleveland 76.89. Attic 
r.f. eye kylix. Kitharist, 
listeners. 


16. Berne 12409. Attic 
r.f. hydria. Detail: Apollo 
and Artemis, libation 
scene. 


17. Cambridge Fitz. GR 
18.1927. Green steutite 
scarab with kithara. 
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18. Munich 2304. Attic 
vf. amphora. Detail: 
Apollo, Hermes, 
Dioaysos, and women. 


——————=є 


19. Bostoa 95.45. Attic 
r.f. lehythos. Detail: 
Apollo with phiale and 
kithara. 





CHAPTER FOUR 


The Chelys-Lyra in Classical Athens 


The "invention" of the lyra by the clever (though in- 
fantile) Hermes has already been recounted in chapter 
2. This simplest, most basic, and perhaps most im- 
portant of all the Greek stringed instruments, some- 
times called the chelys ("tortoise"), is abundantly 
illustrated in Attic vase painting, where it appears in 
Scenes both from everyday life and from the realm of 
mythology. Here we examine the uses of the instru- 
ment in the period after 525 and describe its appear- 
ance and construction in the fifth century on the basis 
of the archaeological and literary evidence. 


Generic Use of Lyra 


The common name for the instrument is lyra. Soph- 
Ocles, for example, in the fragments from his satyr 
play, the /chneutai, twice calls Hermes' instrument 
(made from a "dead body," that is, of the tortoise) a 
lyra. Whenever Aristophanes mentions instruments in 
connection with schoolboys and their teachers, he 
Speaks of the lyra, which clearly corresponds to the 
chelys-lyra shown in such scenes on the vases. 

In examining the literary references, however, we 
must remember that while the term lyra often denotes 
the chelys-lyra, it can also be used as a synonym for 
any of the lyre-type instruments, just as the derivative 
term lyre in English is applied to any member of this 
Class of musical instruments; only if the context allows 
Can we determine the choice of probable meaning. 
One passage in which lyra is obviously used as а syn- 
onym for another type of lyre is found in Aristophanes 
comedy, Thesmophoriazusae.' In a scene in which the 
Poet Agathon is being made fun of for his pretentious 


costume, the instrument that he plays is referred to 
first as a barbitos and then in the next line as a lyra. 

In other examples, the term lyra seems to be used 
in place of the word Kithara. We have already seen 
that Pindar's instrument was probably the kithara, 
though he never once uses that term. While he gen- 
erally prefers the Homeric designation, phorminx, in 
several instances he describes the instrument that will 
help him praise noble winners of chariot races (and 
other competitions) simply as "lyra"? The epithets 
and descriptions of the “thunderous” sound of this 
*|yra" correspond exactly to Pindar's description of 
the "phorminx," and there is no reason to suppose 
that he is referring to two different types of lyres. This 
conclusion is supported by Euripides' use of lyra and 
phorminx as synonyms for Amphion's lyre, the music 
of which charmed the stones of Thebes' walls into 
place. The same dual terminology is used by a late 
scholiast who seems to be summarizing the story of 
Amphion as it was told by fifth-century prose writers 
such as Pherekydes the genealogist: 


Antiope the daughter of Asopos had twin sons, 
Amphion and Zethus. Thebes lay nearby, still not 
girt with towers. ... Amphion played upon his 
golden phorminx. . . . Armenidas in his first book 
tells how the stones, of their own accord, followed 
Amphion's lyra; he says that the lyra was given to 
Amphion by the Muses. Dioskorides says it was by 
Apollo, but Pherekydes in his tenth book recounts 
that it was the Muses.* 


év д' Foav Avridane Aow- 
л{дос vite dow, Aupiuv xal Zijoz' длбруштос ð 
Er ONBn xeito n&ac . . . Augíov д' éxi of yovoeye 
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gópuyyi ... би дё ђходобдуоау vj Augíovog 
Aspat of до: avtoparot іотооєї xai Aoutvíóag dv 
лобтол (IIl). jv дё 20оау дойфуа: Augion ?лд 
Мотафу gnoi. Atooxogidns (Ш) дё йлд Албдлш- 
voz. xai Depexvdne дё dv me бехату (?) іотооєї ®лд 
Movooy. 


The story of Amphion does not seem to have captured 
the imagination of Attic vase painters, however, and 
archaeological confirmation that he was thought of as 
a player of the Pindaric “phorminx,” that is, the kith- 
ara, is found only in the marble relief from Delphi 
(chap. 2, fig. 9c), in which the artist seems to have 
represented Orpheus and Amphion as kithara players 
on board the Argo. 

As for the lyra mentioned occasionally in Greek 
literature in connection with the Thracian singer, Tha- 
myras, this instrument proves in the vase paintings to 
be not a chelys but rather a special form of the kithara 
that can be identified with Thrace (see chap. 6). In 
the contest scene between Euripides and Aeschylus in 
Aristophanes’ Frogs (1281ff.), the words lyrion and 
lyra are probably to be understood as referring to the 
kithara, in the light of the reference in the passage to 
kitharoedic nomoi (patterns). That the term lyra was 
usually restricted to stringed instruments of the lyra 
type, as opposed to harps, however, is clear from a 
late-fifth-century comic fragment in which the speaker 
makes a distinction between lyres and trigonoi 
("three-cornered" instruments, that is, harps).* 

The compound form alyros ("lyreless"), an adjec- 
tive that is found frequently among the tragedians to 
describe mournful tunes, dirges, and laments, occurs 
in a further group of references in which the generic 
sense of the term is apparent. While onc cannot tell 
what type of lyre is meant, it is clear enough from 
these descriptions that the Greeks of the fifth century 
regarded lyre accompaniment as inappropriate for 
lamentations expressing deep gricf. Although all the 
references themselves are from mythological contexts, 
the repeated notion of “lyreless laments” in connec- 
tion with different situations suggests that actual prac- 
tice is reflected, at least to some degree. Iphigenia 
mourns her lonely state with lyreless laments, and the 
distressed cry of a wood nymph pursued by Pan is 
likened to a lyreless lament; in a slight variation of the 
idea, the chorus sing a “lament without lyre” (aneu 
lyras . . . threnon) for the Greek heroes at Troy: and 
the servants of the Muses mourn the noble Alkestis in 
“Iyreless hymns."* Such references imply that the ab- 
sence of string accompaniment heightened the moum- 
ful character of the song and that the voice alone (or 
perhaps with the aulos) was thought to be more ex- 
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pressive of grief than a song that included a lyre part; 
alyros must be taken in a generic sense to mean “‘with- 
out accompaniment of a lyre-type instrument." 


Etymology and Terminology 

Like most of the other names for stringed instruments 
in the Greek language, the word lyra appears to be a 
loanword borrowed into Greek from some other, prob- 
ably non-Indo-European, language. Linguists are gen- 
erally hesitant to connect the word with any known 
Indo-European roots and prefer to describe it as a 
term borrowed from some language of the Mediter- 
ranean area.? 

Although Homer and Hesiod never use the word, 
lyra appears frequently in later Greek literature. As 
we saw in chapter 2, the earliest occurrence of the 
term is in a fragment of the seventh-century Archilo- 
chos. In the sixth century it becomes increasingly com- 
mon, and by the fifth century we find it appearing 
relatively often in Pindar, Aeschylus, Sophocles, Eu- 
ripides, and Aristophanes, that is, in all the major 
poets of the Golden Age of Greece. Aristophanes sup- 
plies a variant form of the name, the diminutive lyrion, 
and also concocts a comic compound by which he 
lumps shield and lyre makers together under the name 
torneuto-lyraspidopegoi, the comedy lying in the jum- 
bling together of two such disparate businesses. A 
fragment from the poetry of Anakreon suggests that 
the normal term for lyre maker was lyropoios.° 

А common compound is the epithet eulyros (“well 
lyred"), with which Apollo is often described in Greek 
poetry, first by Sappho and later by Bacchylides, Aris- 
tophanes, and Euripides.'? The instrument he plays is 
Occasionally described as a lyra, a word that the vase 
Paintings suggest should be interpreted in its generic 
sense in this case; in the majority of the scenes on the 
vases, as we have already noted, it is the kithara that 
Apollo holds rather than the chelys-lyra.!! 

As for derived forms such as lyristes (“lyre player") 
and lyrizein ("to play the lyre”), these are found only 
in the literature of the post-Classical era.!? Probably 
no need for such terms was felt for some time because 
their meanings were already included in the old words 
kitharistes and kitharizein, which could be used with 
Teference to any type of lyre (see chap. 3). Several 
passages in Greek literature show by their contexts 
that kitharizein may refer to the playing of the school- 
boy's chelys-lvra depicted in the vase paintings. In a 
scene in a comedy by Aristophanes, for example (in 
Which a boy is trying to convince his juror father not 
to be too hard on the family dog for having stolen a 
Piece of cheese), the boy argues that his father should 
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Stop being so litigious and that the poor beast should 
be forgiven because, after all, he does not know how 
to play the lyre (kitharizein). The boy argues, in other 
words, that the dog is uneducated. The argument soon 
backfires, however, for the father then says he cannot 
acquit the guilty dog because he himself never learned 
to play the lyre, that is, that he knows only one thing, 
how to be a judge.” In another example of the use of 
kitharizein in connection with lyre playing, Damon 
(the great Athenian musical theorist of the fifth cen- 
tury mentioned several times by Plato) expressed his 
view of the civilizing effects of musical training by say- 
ing that education in singing and in lyre playing (kith- 
arizein) promoted young boys’ sense of courage, 
moderation, and justice." In a further example, Hero- 
dotus reports as follows the advice of the defeated king 
of the Lydians, Croesus, on how to tame his rebellious 
people: he advises Cyrus to take away their weapons, 
make them wear more restrictive clothing and take up 
a trade, and have them teach their children to play the 
lyre (kitharizein) and to pluck the harp (psailein).!5 


The Chelys-Lyra in the Visual Arts 


Generic Uses 


Just as the word lyra may be substituted for the name 
of any member of the lyre family, so the visual image 
of the chelys is frequently substituted for that of the 
kithara and sometimes for that of one of the other 
lyres. In most instances the occasions portrayed are 
Such that the chelys-lyra might actually have been 
used, but there is at least one kind of scene in which 
the kithara would be the only appropriate instrument: 
the quadriga procession. 

The scenes of quadriga (four-horse chariot) proces- 
sions are the most convincing example of this generic 
use of the chelys-lyra shape, for there are more than 
fifty vases with such scenes, nearly all of them lekythoi 
Or other smal) vases, and almost al! of them black- 
figured vases from the fifth century (fig. 1). The leky- 
thoi, which contained grave offerings of oil, were 
cheaply made; since the black-figured style was out of 
fashion in the fifth century and had declined greatly 
by that time, these lekythoi and other black-figured 
vases showing the chelys-lyra in a quadriga procession 
are sketchily painted. The outline of the chelys-lyra is 
both easier to paint and easier (under these circum- 
stances) to recognize than that of the kithara, but it 
could not be used in a scene where only the kithara 
would be appropriate unless the chelys-lyra was gen- 
erally understood to have a symbolic or generic mean- 
іпр.26 


The kithara was the only instrument ordinarily as- 
sociated with quadriga processions: the great number 
of large, carefully decorated vases (amphorae, hy- 
driae, kraters, and so forth) with quadriga processions 
in which the kithara appears (surveyed in chap. 3) 
argues for this. Such large, carefully painted vases are 
almost completely absent from the group discussed 
here showing the chelys-lyra, though the scenes are 
essentially the same in both groups,” 


The Interchangeability of Chelys-Lyra and Kithara 


A special category of paintings of the chelys-lyra is the 
libation scene, in which Apollo, with lyre and phiale 
(drinking bowl) stands near Artemis, who holds an 
oinochoe (pitcher) to pour wine (fig. 2; the signifi- 
cance of this scene is discussed in chap. 3).!* In most 
paintings of this sort, the instrument depicted is the 
kithara, but the scenes on just over a dozen vases in 
the present sample show the chelys-lyra instead. Here 
the substitution cannot generaily be blamed on the 
quality of the vase: they are all red-figured vases, 
mostly of the larger varieties (kraters, hydriae, pe- 
likes, and amphorae), and all but a few are reasonably 
well painted. The scene may be as formal as it is when 
the kithara is shown, the figures standing in rather stiff 
poses, perhaps with an altar between them; but other 
libation scenes show the figures in less formal poses, 
even seated." Only а few vases in this group аге done 
in the careless manner which suggests that thc chelys- 
lyra was chosen because it was easier to execute and 
could “stand in" for another member of the lyre fam- 
ily. Apollo was clearly god of the chelys-lyra (given 
him by Hermes: see chap. 2) as well as of the kithara 
(as the paintings discussed below make clear) and 
might be portrayed with either instrument. 

The chelys-lyra is Apollo's instrument in paintings 
on a number of other vases, both red- and black-fig- 
ured, large and small, in which he is accompanied by 
Artemis. The painting often includes a дое or palm 
tree, the latter the symbol of their birth on the island 
of Delos. Artemis sometimes holds a bow, or occa- 
sionally a torch, as in the painting in which the pair 
appears with Orestes and Pylades (Bologna 660). The 
other gods (Hermes. Leto, Athena, and Dionysos) 
often present along with Artemis and the kithara-play- 
ing Apollo are also sometimes present when Apollo 
plays the chelys-lyra. | 

In two depictions of the introduction of Heracles 
to Olympos, Apollo officiates, not with the kithara, 
but with the chelys-lyra; and in another two, of the 
contest between Apollo and the satyr Marsyas. the 
stringed instrument shown is also the chelys-lyra. 


Other paintings, such as that of Apollo seated in a 

winged tripod holding the chelys-lyra (Rome, Vatican 

hydria) or Apollo playing the chelys-lyra in the pres- 

ence of satyrs or of Dionysos and Hermes (San Simeon 

5498), also assure us that the chelys-lyra, too, is re- 

garded as Apollo's own instrument, just as is the kith- 
` ara.” 

The chelys-lyra appears in other mythological 
scenes for which our survey in chapter 3 has suggested 
that the kithara is the instrument we might expect. 
Ten vases and two scarabs offer scenes of the chelys- 
lyra in the hands of (or at thc feet of ) satyrs—satyrs 
dancing, pursuing a woman, tuning the lyre, standing 
before a wine kratcr, or walking, sometimes in a 
procession (fig. 3).?! Dionysos himself seldom appears 
along with lyra-playing satyrs or maenads. The latter, 
the female followers of Dionysos, аге not nearly so 
rare as in the paintings of the kithara; the chelys-lyra 
is an instrument commonly found in female hands, 
while the kithara is reserved almost exclusively for 
males. The fact that Dionysos so seldom appears in 
scenes with the chelys-lyra suggests that the painters 
thought it more appropriate to show the kithara in 
paintings that include the god himself. 

Another mythological figure, Heracles, whom the 
painters liked to portray as a player of the kithara (see 
chap. 3), plays the chelys-lyra on Athens 635, a black- 
figured skyphos (drinking cup). In a scene that may 
also be an example of the symbolic use of the chelys- 
lyra (in which it "stands in" for the kithara), he ap- 
pears on a podium performing in the presence of 
Athena and Hermes, who are seated to either side. 


Chelys- Lyra Interchanged with **Thamyras Kithara" 


The legendary singer Orpheus is seen on red-figured 
paintings that provide additional instances of the in- 
terchangeability of the lyre with other instruments of 
the lyre family. The Orpheus story illustrated by the 
vase paintings is not thc familiar one of his rescue of 
Eurydice from the Underworld, though this story may 
have been known in the fifth century.” The myth rep- 
resented is the опе that tells how Orpheus sang and 
played for the men of Thrace and roused the ire of the 
Thracian women (sce chap. 6), who killed him. The 
lyre sometimes referred to as the "Thamyras kithara” 
(described in detail in chap. 6) is associated with Or- 
pheus as well as Thamyras. This rather exotic member 
of the Туге family may be Thracian (both Orpheus and 
Thamyras werc said to come from Thrace), but it may 
also be a fanciful instrument intended to look foreign, 
possibly an instrument created by the stage designers, 
since vases often show a stage version of a myth. In 
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any case, Orpheus, as he appears in the vase paintings, 
is as apt to carry the chelys-lyra as the “Thamyras 
kithara,” giving us another example of the inter- 
changeability of the tortoise-shell lyre with other lyre- 
family instruments. 

On a few vases, such as Corinth C 34-365, London 
E 390, and New York 24.97.30, we see Orpheus sing- 
ing to the Thracian men while he plays the chelys-lyra; 
on the last of these (fig. 4) the rest of the story is 
foretold, for to one side stands a Thracian woman, 
sickle-shaped knife іп hand.* But most of the paint- 
ings of Orpheus with the chelys-lyra show him being 
slain by the Thracian women. The scene sometimes 
includes men in Thracian costume (including the 
peaked cap) mourning his death. The women, who are 
sometimes dressed as Thracians (with tattooed arms) 
and sometimes as Athenian Greeks, carry various 
weapons in addition to the curved knives. Orpheus 
himself may wear only a himation or may be dressed 
in Thracian style (short tunic and boots); he charac- 
teristically holds his lyre over his head as he is at- 
tacked. 

The emphasis in the vase paintings on Orpheus as 
a player of the chelys-lyra is paralleled in the literature 
by a reference in Timotheus ' late fifth- or early fourth- 
century Persae (221-23) that makes the Thracian mu- 
sician the instrument's inventor: 


Orpheus, much versed in music, 
Son of Kalliope, was the first 
to build the chelys. 


лофтос z0uxiAóuovooc 'Op- 
peùs (yéA)uv &éxvootv 
vids KaAAióza( çU- 


Timotheus' choice of the word chelys here (a virtually 
certain restoration of the text) represents a departure 
from the more traditional account according to which 
Hermes, not Orpheus, invented the tortoise-shell lyre. 


The Chelys-Lyra as the Characteristic Instrument: 
Mythological Scenes 


Although the chelys-lyra may often be interchangeable 
with other lyre-family instruments in mythological or 
legendary scenes, there are some scenes of these kinds 
in which the chelys-lyra seems to have been the prin- 
cipal lyre, the one most appropriate. When Apollo 
accompanies a wedding procession in which there is 
no quadriga—everyone on foot, for example—his in- 
strument is the chelys-lyra. In two such scenes, Paris 
G 226 and London B 257, he is identified by the doe 
beside him. In two others he is not specifically iden- 
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tified: on a lebes gamikos, Athens 1172, the lyre player 
in the procession on the bowl is probably Apoilo, for 
he appears again on the stand with a doe (and in the 
presence of Hermes); and on a kylix (cup), Berlin F 
2530, he is not identified in the wedding scene but 
appears in a quadriga on the reverse, where Artemis 
carries his kithara. All four of these wedding scenes 
may represent the wedding of Peleus and Thetis. 

The largest category of mythological scenes in 
which the chelys-lyra is the standard, appropriate in- 
Strument consists of representations of the Muses, 
who, while they may play the barbitos (chap. 5) and 
the phorminx (“cradle kithara,” chap. 6) as well as the 
auloi, krotala, and syrinx (panpipes), are most fre- 
quently portrayed playing the chelys-lyra. Recogniz- 
able portrayals of the Muses occur only on red-figured 
or white-ground vases during this time. Though the 
vases are of all types, among them there are three 
examples of the pyxis, a rarely found lidded cosmetic 
container, suggesting that the Muses were considered 
an especially suitable subject for the continuous paint- 
ing around such a jar. When such paintings include 
Apollo (as many do), usually only one or two Muses 
are shown (though two or three more may be painted 
on the reverse or interior) and the lyre is in most cases 
played by Apollo or is being offered to him by a 
Muse." Some vases on which Apollo plays the chelys- 
lyra include Muses who also play the chelys-lyra or 
other instruments such as the aulos or phorminx. On 
the pyxis Athens 1241, Apollo plays the chelys-lyra in 
the company of eight Muses, two of whom have auloi, 
One a phorminx, and one a chelys-lyra that she is tun- 
ing. The remaining four Muses do not carry instru- 
ments, but one of them has an open scroll, an object 
frequently seen in paintings of the Muses.” They аге 
also often shown seated on, or standing near, rocks 
that indicate Mount Helicon in Boeotia, on whose 
Summit stood a sanctuary of the Muses containing a 
temple with their statues. or 

In the painting on London E 271, figure 5, in which 
the figures are identified by inscriptions, the two 
Muses Terpsichore and Melousa are accompanied, not 
by Apollo, but by Mousaios, a mythical singer similar 
to Orpheus and like Orpheus called by Plato a de- 
Scendant of Selene and the Muses (R. 364c).^ Mou- 
Saios is represented here as a young man in a himation 
Wearing a laurel wreath, leaning on a laurel staff, and 
carrying a chelys-lyra in his left hand. If his name were 
Not inscribed on the vase we would assume that this 
was Apollo, and it may be that on some of the other 
Vases without inscription the male figure shown 1s 
Sometimes intended to represent Mousaios rather than 
Apollo. 


On several other vases still another mythological 
musician appears with the Muses: Thamyras, who, vic- 
torious in the Delphic contests, boasted he could win 
а contest even if the Muses opposed him. For his pre- 
sumption they blinded the Thracian singer and made 
him forget his skill; on Oxford hydria 530 the “Tha- 
myras kithara" falls from his hands as he sits blinded 
on the rocks, while his mother (who has tatlooing on 
her arms, Thracian fashion) stands before him tearing 
her hair and a Muse with a chelys-lyra looks on. Fer- 
rara T.127 depicts Thamyras' contest with the Muses 
in their sanctuary (the scene includes a tree and an 
altar with nine xoana, small, roughly carved statues of 
the Muses, above it). Apollo is present, standing by 
his tripod, to serve as judge; and the Muses, standing 
or sitting on the rocks with lyres, auloi, or a scroll in 
their hands, listen while Thamyras plays the kithara.” 

The only male accompanying the six Muses who 
appear on Boston pyxis 98.887, partly illustrated in 
figure 6, is a cowherd who has been said by some to 
represent the poet Hesiod, though others say he is the 
poet Archilochos.* The Muses themselves are iden- 
tified here mainly by the variety of instruments they 
play: chelys-lyra, two phorminxes, auloi, and syrinx. 
There are a few small stylized plants in the foreground 
and what appears to be a tree, but no altar, statues, 
rocks, or inscriptions to give us their names. Three of 
the five Muses on Paris P.P. 308, on the other hand, 
are named in inscriptions (Terpsichore, Kalliope, and 
Thalia), so that despite the fact that there are only two 
instruments in the painting, chelys-lyra and barbitos, 
and no other identifying details, they can stili be rec- 
ognized. It scems likely that many similar vase paint- 
ings showing groups of women playing instruments, 
without details such as inscriptions, rocks, or an altar 
and without any male figures to aid in the identifica- 
tion, may also have been intended to represent Muses. 
The ten women in Bologna 271, all of them playing 
instruments, are surely Muses (even if they are one 
more than is customary), and the three women on 
London E 461 must also be, for the aulos player 
among them sits on a rock (the chelys-lyra hangs in 
the background over her head).* 

Another large category of myth-illustration in 
which the chelys-lyra appears consists of scenes in 
which Eos, winged goddess of dawn, pursues Tithonos 
or Kephalos (the two are difficult to distinguish), 
handsome youths whom the amorous goddess desired 
(fig. 7). The youth struggles or tries to clude her grasp; 
to be abducted by Eos is perhaps a metaphor for a 
sudden death, and the fact that Eos is sometimes much 
larger than Tithonos/Kephalos supports this supposi- 
tion, Regardless of his degree of maturity, the youth 


и 


commonly carries a chelys-lyra, not so much to label 
him as young (a schoolboy), perhaps, as to indicate 
that his abductor has surprised him in the midst of 
daily activities.” 

In most of these paintings (which appear on red- 
figured vases of all shapes) Eos pursues the youth but 
has not yet caught him. In some, she grasps his arm, 
and on Madrid 11158 a very large Eos bears the youth 
away with her. There is sometimes a second, and in 
one case a third, youth included in the scene; we may 
assume that the pursued youth is then Tithonos. son 
of Laomedon, king of Troy, the second youth his 
brother Priam, and the third perhaps their companion 
Dardanos, for the figures on one vase, skyphos Paris 
Cab. Med. 846, are so identified by inscriptions." On 
still another vase, Vienna 3700, there is a bearded man 
with a scepter between Eos and the two youths who 
is probably King Laomedon. He holds his nght hand, 
palm out, toward the youths as though urging them to 
flee. The kylix is much damaged, but it can be seen 
that one of the youths carries a chelys-lyra.? 

Because the sixth-century myth of Hermes’ inven- 
tion of the chelys-lyra, discussed in chapter 2, is al- 
ready familiar, we are not surprised to find that there 
are a few late sixth- and early fifth-century Athenian 
vases that show us the instrument in Hermes’ hands. 
An early red-figured kylix, London E 815, depicts 
Hermes as a bearded man wearing a cap and short 
tunic. He is sitting on a rock playing the chelys-lyra, 
and to his right are three bulls (the story of Hermes‘ 
theft of Apollo's cattle is told in the Archaic-period 
Hymn to Hermes, discussed in chap. 2). A black-fig- 
ured amphora, Tarquinia 640, shows us Hermes at an 
altar with Athena and another woman, probably a 
goddess. Here we see his customary costume com- 
plete: he is a bearded man in a hat (a pilos with a 
pointed crown) and short cloak who is wearing winged 
boots and carrying his distinctive staff, the caduceus. 
In this painting he holds both lyre and caduceus in his 
teftarm, while his right hand is extended over the altar 
as though to drop something on it. The interior of a 
red-figured cup by Makron from the carly fifth cen- 
tury. London E 58, contains a painting of Hermes run- 
ning with the chelys-lyra and looking back over his 
shoulder. 

In the most interesting scene of this sort, on a 
black-figured amphora of Panathenaic shape, London 
B 167. ca. 510-500 p.c. (fig. 8). Hermes actually plays 
the lyre while leading a sacrificial procession that in- 
cludes Heracles (dressed in his lion skin) and Iolaos.® 
Hermes sings as he walks along playing the chelys-lyra 
with a goat at his side. Behind him Heracles. playing 
the aulos. walks beside a bull (?), while lolaos brings 


THE CHELYS-LYRA IN CLASSICAL ATHENS 


up the rear. We see Hermes here in his role as herald 
and guide, escorting the hero Heracles. 

The story of the invention of the lyra by Hermes 
and its subsequent transference to Apollo as compen- 
sation for the stolen cattle perhaps reflects the instru- 
ment's educational role (discussed below). Both gods 
are associated with the training and development of 
young men, as js suggested by such elements as the 
presence of herms (phallic pillars topped by a bust of 
Hermes) in gymnasia and by the patronage of Apollo 
at the athletic and cultural contests held at the pan- 
Hellenic Pythian Games at Delphi. In any case, Apol- 
lo's appropriation of Hermes’ connections with music 
and the resulting emphasis instead on Hermes’ role as 
psychopompus, or escorter of the souls of the dead, 
are aptly summarized in these words (spoken by 
Hermes) in a fragment from a tragedy: 


For Night bore me not to be master of the lyre 
Nor prophet. nor healer, but to be the leader 
For the souls of the dead.” 


0) yág pe МӘ Ётїхтє deondtynv Aveas, 
où uávriv ойд' latgóv, adda їдуптду Guat 
yvxaic 


From the second half of the fifth century we have 
two representations of the Dioscuri, Castor and Pollux 
(Polydeukes), as players of the chelys-lyra. A Locrian 
relief from mid-century, London 1225, is a fragment 
of a scene of two horsemen, the one in the foreground 
holding the lyre at his side in his left hand as he rides. 
The identification of these horsemen as Castor and 
Pollux is confirmed by a later vase painting, Plovdiv 
298 (chap. 3. fig. 7), where we see a theoxenia, a feast 
honoring the Dioscuri. A lectisternium has been pro- 
vided for them: a table with cakes and drink, with 
incense burners at either end, and behind it a couch 
with pillows and a lyre at each end, waiting for the 
touch of the honored guests. Beyond columns on each 
side, one of the Dioscuri approaches on the left, one 
on the right, each leading his horse. 

As in the Archaic period, there are a number of 
representations of the Judgment of Paris, in which 
Hermes leads Hera, Athena, and Aphrodite before the 
Trojan shepherd-prince who must judge which of them 
is most beautiful. This scene, found mostly on red- 
figured vases of various sorts, is well represented in 
our Classical period sample: there are nine vases por- 
traying Paris with the chelys-lyra in his hand, a sign 
of his interrupted pastoral but gentlemanly music mak- 
ing.** Paris, in Classical as well as Archaic versions of 
this scene, is usually seated on a rock indicating Mount 
Ida. where he lived as a shepherd; but on Berlin An- 
tikenmuscum 2536 (fig. 9) we see him in princely sur- 
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roundings: seated in a small temple, the lyre in his left 
hand, a Scepter in his right (he is also given a scepter 
in the painting on Berlin 4043). 

In some paintings only Athena, of the three god- 
desses, is recognizable, dressed as she is in helmet and 
aegis. Hera carries a scepter on London E 178, on 
Berlin Antikenmuseum 2536 and 4043 (see above), 
and on London E 445; on the latter two she also wears 
the high, rounded crown called a polos (either Ar- 
temis or Hera may wear the stephanos, or rayed 
crown, as does Hera on Berlin Antikenmuseum 
2536). On Berlin 2291 Aphrodite is surrounded by 
four small figures of Eros who fly about her, and on 
Berlin 2536 she holds an Eros in her hand. This paint- 
ing makes clear the various “bribes” the goddesses 
offer: Aphrodite, holding out the figure of Eros, offers 
him love; Athena, holding out her helmet, offers him 
Success as a warrior; and Hera, holding out a small 
figure of a lion, offers him kingship. 

The other legendary mortal already (chap. 2) as- 
sociated with the chelys-lyra, Theseus, often seen in 
Attic red-figured vase painting, seems very seldom to 
have appeared with the lyre in these paintings. A frag- 
ment from the second half of the fifth century, Athens 
Agora P 18279, shows a man holding a lyre, and the 
arm and sword hilt of another man, presumably The- 
seus—the arrangement is the same as that seen in late 
Archaic paintings of Theseus killing the Minotaur 
while someone standing by holds his instrument. On 
calyx krater Syracuse 17427, ca. 420 в.с., he is 
crowned with a wreath by Athena as Poseidon 
watches—and then we see him again, or one of his 
companions, just to the right, lyre in hand, about to 
board ship, presumably setting out on the Cretan ad- 
venture. But no other scenes in the present sample 
Teturn to the Archaic themes of Theseus with the lyre. 

From the literary sources the only evidence we 
have for Theseus’ association with the chelys-lyra is a 
late writer on astronomy, Hyginus (whose dates are 
wholly uncertain); he quotes a certain Anakrcon— 
perhaps not the fifth-century poet but some later man 
of the same name—as saying that the constellation 
Lyra represents the lyre of Theseus, whose own con- 
Stellation is placed nearby.” Since other late writers 
generally refer to this group of stars as either Lyra or 
Chelys, we can assume that the Greeks thought of the 
constellation (still known today as Lyra) as represent- 
ing the tortoise-shell lyre. But whether the constella- 
tion was originally connected with Theseus cannot be 
determined, since the earliest extant reference to it (by 
Demokritos, in the mid-fifth century) mentions only 


that the rising of these stars at dawn is a harbinger of | 


Stormy weather.” 


Before we turn to scenes of mortal life in which 
the chelys-lyra figures, there is one further lyre-playing 
mythological character who must be mentioned: Eros, 
god of love and symbol of passion and its power in 
human life (fig. 10). Eros can often be seen in vase 
paintings attending the goddess Aphrodite or looking 
on during wedding preparations or erotic encounters, 
Here we are concerned only with those paintings in 
which Eros himself appears as a player of the chelys- 
lyra. We will see him again in chapter 5 as a player of 
the long-armed lyre with a chelys-soundbox, the bar- 
bitos. 

Although Eros appears in a considerable number 
of scenes in which someone else plays the chelys-lyra, 
it is not uncommon for him to play it himself. On 
several lekythoi, an astragalos (knucklebone-shaped 
ceramic object), and a scarab, a flying Eros appears 
alone, with the chelys-lyra and perhaps a phiale or 
fillet.” On Geneva 14986 a nude, winged Eros flies, 
[уге in hand, toward a woman in a decorated chiton, 
probably a Muse, who sits on a rock.** Munich 2413 
offers two mythological scenes: an Eros with a lyre 
watching as Ge hands up the baby Erichthonios out of 
the ground to Athena, and on the reverse an Eros 
playing in the presence of Zeus. (On each side there 
is a second Eros as well; multiple Eros figures are 
quite common in Greek art.) 


The Chelys-Lyra as the Characteristic. Instrument: 
Scenes of Mortal Life 


Weddings, Symposia, and Komoi. The figure of 
Eros is also not uncommon in scenes that otherwise 
are simple portrayals of human life, especially those 
that seem to show a bride and her attendants. A seated 
woman playing the barbitos (a swan or goose before 
her) on Syracuse 36330 (fig. 11), for example, is ac- 
companied by two more women and a winged Eros; 
both Eros and a woman hold the chelys-lyra. On Lon- 
don E 191, the seated woman, who wears a stephanos 
on her head and has her feet on a footstool, is playing 
the aulos; on her Ісі! a young man ісапѕ forward on 
his staff, laying his hahd on her shoulder; and on her 
right an Eros, holding a chelys-lyra, flies toward the 
couple, thus bringing to their marriage, we may pre- 
sume, both harmony and desire. Я 

The symposium, or drinking-party scene, is one in 
which the guests (usually all men) recline on couches 
and entertain themselves in a variety of ways, includ- 
ing drinking, singing, playing kottabos (flipping the 
dregs in the cup at а target), and playing the chelys- 
lyra or listening to the music played on it by an enter- 
tainer (the guests and entertainers sometimes also play 


the barbitos, aulos, or krotala). This is one of the 
largest categories of scenes from mortal life in which 
the chelys-lyra appears.“ In a number of paintings of 
symposia, the chelys-lyra is not played but hangs on 
the wall behind the guests, both indicating a pastime 
available to the company and serving as a symbol of 
the pleasures of conviviality; similar scenes are known 
from the Archaic period (chap. 2). 

The chelys-lyra seems seldom to be played by an 
attendant, and in the two examples now at hand, New 
York 07.286.47 and Canterbury, N.Z., Logie Coll. 
CML 6-AR 436, the attendant is a youth, whereas an 
attendant who plays the aulos is usually a woman (the 
“flute-girl” mentioned in so many translations, though 
the aulos is a reed pipe somewhat like an oboe). It is 
more common for a guest to have the lyre, although 
he is hardly ever actually playing it; figure 12 is a rare 
example in which the guest holds the lyre roughly in 
playing position—the guest is often simply holding the 
lyre, receiving it from a boy, or gesticulating with ії.“ 
The guests who hold the chelys-lyra may be of any 
age, mere boys, young men, bearded men, or white- 
haired elders. The same scene in which a guest holds 
the lyre may include a female aulos player. as on San 
Simeon 5614. In figure 12 the bearded man on the left 
has two kylikes (drinking cups). one held upside down. 
Both men wear festive wreaths and the customary garb 
for symposia, the mantle draped around the lower 
body and legs. 

On one of the vases in this group, Würzburg H 
5169. the scene is framed by sphinxes who face out on 
either end of the symposium scene, and on another, 
New York 07.286.47, there is a woman seated at either 
side of the scene, one with a branch. one with a 
wreath, This device of figures, usually seated women, 
that frame the scene, is also found among vases of 
another, special category not considered in the discus- 
sion above: black-figured lekythoi on which the central 
figure reclines on a couch (fig. 13). 

Since the painting on these small vases (often used 
for grave offerings) is of very poor quality, it is not 
possible to say with great assurance what the meaning 
of the scene is; the best that can be done is to describe 
it, with its variations, and add a few conjectures as to 
what may have been intended. 1n the version most 
often seen (on eighteen vases), a young (beardless) 

man reclines on the right, and the chelys-lyra player 
stands or sits at his left. On cither side of this central 
group is a figure seated on a diphros (stool), hair donc 
up in а knot high on the back of his head, The faces 
af these two, and of the lyre player. are sometimes 
white. indicating that they are. women; many vases, 
however, do not use added white, and it cannot be said 
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for certain that women are always intended. Vines fre- 
quenily fill in the background of the scene, and there 
sometimes appears to be a table in front of the couch. 
The reclining figure may simply represent a guest at a 
symposium; but it seems more likely that he is Dio- 
nysos (in which case the chelys-lyra is probably once 
more a generic symbol for the kithara); or he may 
represent a deceased person with mourners seated 
around him (see below for a discussion of the lyre in 
this context). 

Another group of lekythoi show a bearded man 
reclining on a couch, the lyre player seated to his left, 
figures on ithyphallic mules to either side framing the 
scene, and vines trailing in the background.“ Here the 
identification is more secure: the comic eífect of the 
mules, the presence of vine branches, and the fact that 
the central figure is bearded. together allow us to say 
that this is Dionysos—and also, that if this scene were 
painted on a larger, more elegant vase, the instrument 
represented would likely be the kithara. 

In addition to the sedate symposia there are scenes 
of a rowdier sort—komos scenes depicting more en- 
ergetic revelers, who dance and drink to the music of 
chelys-lyra, barbitos, aulos, and krotala. (The barbitos 
is closely associated with such events; see chap. 5.) 
The komasts are generally nude or wearing only a 
cloak over the shoulders, and they wear wreaths of ivy 
or grape leaves. The participants include both young 
men and older, bearded men. They carry wine cups 
and other drinking vessels and are most frequently 
seen walking along with a chelys-lyra and sometimes 
an aulos, as in figure 14 (the lyre carried by the 
bearded man is not visible), apparently on their way 
to or from the festivities, sometimes playing and per- 
haps singing as they ро, and in some paintings accom- 
panied by a man carrying a torch. 

Other vases show komasts at a party. dancing, 
drinking, or playing instruments; in a few paintings we 
can see all of these taking place at once. as in figure 
15, where the bearded dancer may be performing the 
sikinnis, a kind of satyr dance (see chap. 5). On New 
York cup 96.18.143 (interior) the bearded chelys-lyra 
player approaches the large krater in which the wine 
is mixed with water, and Copenhagen 3880 shows us 
the results of overindulgence (perhaps in wine not 
mixed enough): the lyre hangs on the wall while a 
bearded man vomits into a basin; a nude boy wearing 
а wreath holds his head. 

Paintings in which men are dancing are usually re- 
garded as komos scenes, whether or not they contain 
any wine vessels or evidence of inebriation. Usually. 
however, where there are no wine cups or jars the 
dancer is a boy or beardless young man dancing to the 
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sound of the chelys-lyra played by another youth. Both 
dancer and accompanist are nude or wear only a short 
cloak or himation tossed carelessly over the shoulders. 
The gestures of the dancers are so varied as to defy 
categorization, and it seems quite possible that dances 
other than the sikinnis are depicted. 

One of the scenes reveals an informal procession 
of female aulos player, dancer, and lyre player (Cam- 
bridge Fitz. GR 1.1950); the white flowers tucked in 
their headbands may indicate that it is a special oc- 
casion, perhaps a party held during a festival. Female 
dancers are occasionally depicted by the Athenian art- 
ists, but they perform mainly in the company of other 
women and are sedately dressed, though young girls 
wear short chitons or other costumes that leave their 
legs bare.** The (male?) lyre player on a wedding vase 
(nuptial lebes), Mykonos 970, accompanies a circle 
dance of fifteen women dressed in elaborate chitons. 
Florence 4014 (fig. 16) shows a really surprising scene: 
a young girl dressed as a warrior, with shield, spear, 
and helmet, dancing a war dance (the pyrrhic) while 
a woman similarly dressed stands by. A female aulos 
player accompanies her, while one woman with a phor- 
minx and another with a chelys-lyra stand by; the 
watchers include a man and several women (this scene 
is discussed further in chap. 6). 


Lyres and Schoolboys.. Although much of the in- 
formation in Greek literature about the use of lyres 
in connection with the musical training of schoolboys 
comes from the fourth-century works of Plato and Ar- 
istotle, fifth-century sources, as well as later biograph- 
ical reports about fifth-century figures, confirm the 
impression given by the vase paintings that instruction 
in lyre playing formed a basic part of Athenian ele- 
mentary education, in order that the pupil might fol- 
low the Athenian custom of singing poetry to musical 
accompaniment.” Aristophanes, for example, in mak- 
ing fun of the greedy demagogue Kleon, tells us that 
when Kleon was a schoolboy he refused to tune his 
lyra in any manner but one—the Dorian (with a pun 
on doron, “gift,” that is, “bribe”). So persistent was 
his annoying habit that the lyre instructor, the kith- 
aristes, finally had him evicted from the house, or so 
Aristophanes claims. 


The sort of competence that the schoolboy was cx- 


pected to acquire from his musical training is revealed 
dies, the Clouds, 


in another of Aristophanes’ come 

whose chief subject is the question of how the young 
should be educated. The protagonist, Strepsiades, re- 
counts an argument with his rebellious son, — 
had asked to sing to provide dinner entertainment. е 
request was for an old song of Simonides (“The 
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Ram") or something from Aeschylus, either one to be 
accompanied on the lyre—a request with which the 
son refuses to comply because he despises Simonides 
and Aeschylus and thinks that the whole custom of 
singing at dinner parties is old-fashioned. At any rate, 
the exchange suggests that the older generation at the 
end of the fifth century expected an educated person 
to be able to perform to the chelys-lyra, upon demand, 
songs from among the works of the older lyric and 
tragic poets. Similar expectations are indicated in a 
fragment from a comedy by one of Aristophanes' con- 
temporaries, Eupolis, who describes a performance by 
Socrates at a party—presumably in connection with 
Socrates' feat of learning to play the lyra in his old 
age. He says that Socrates sang to lyre accompaniment 
a “recital piece" from Stesichoros, one of the old lyric 
poets of the preceding century.” 

Later biographers of the great fifth-century politi- 
cal leaders Themistocles and Pericles also reveal the 
same expectation of basic musical competence among 
the cducated class. According to Plutarch, one of the 
grounds on which Themistocles' opponents attacked 
him was his lack of just this sort of competence: 


Later, when [Themistocles] was jeered at in lib- 
eral and refined discourses carried on by those who 
thought they were educated, he was forced to de- 
fend himself vulgarly by saying that he did not 
know how to tune a lyra . . . , but could only, if 
he took a small and inglorious city, make it glorious 
and great.” 


бдєу ботероу dv raiç &Aevütoíoig 
xai doteiats Acyoufvaug drareiBais vad töv 
nenardevoda: бохойутшу | yAtvatóyutvoc, ђуау- 
xátero фортихштєро» dyiveodat, Аёушу би Айрау 
иё» боибоаодаг. . . ovx ёліотаєто, лбу дё ходу 
xai йӧоёоу zagaAaBüv Evóobov xai peyddnv 
ёлғоубоаодаи. 


Pericles, оп the other hand, seems to have enjoyed а 
fine musical education under the instruction of Da- 
mon, an influential music theorist of whom Plato later 
spoke highly.“ According to Plutarch, however, Da- 
mon did not confine his advice to matters of music, 
and as a result of his political machinations was even- 
tually ostracized because he failed to hide his true 
intentions under the cover of his lyre. 

The chelys-lyra is often part of school scenes and 
scenes in the gymnasium or palacstra as they are de- 
picted on the vase paintings." Some half dozen of the 
examples at hand depict actual music lessons of хаг. 
ious sorts; and thirty-six vases show youths practicing. 
playing for men in the schoolroom or gymnasium, ог 
holding the chelys-lyra while talking with men or other 


youths in similar places. The chelys-lyra seems espe- 
cally associated with youths and young men. no doubt 
because it was the chief instrument they were taught 
to play and the one on which they were expected to 
demonstrate their skill. 

The private lesson on the chelys-lyra, with bearded 
teacher on the left facing a youth on the right, both 
seated and holding lyres, can be seen on Schwerin KG 
708 (fig. 17) and Oxford 1914.734. Both teacher and 
pupil are identified on the Schwerin vase (fig. 17): the 
inscription over the head of the bearded man names 
him Linos, who according to Apollodorus (2.63) was 
the music teacher of Heracles killed by his pupil with 
a blow from a lyre (the event is depicted on stamnos 
Boston 66.206—but Linos holds the chelys-lyra, and 
Heracles attacks him with a footstool). Linos is more 
elaborately dressed than teachers in such scenes usu- 
ally are—he wears a pleated chiton, as well as a man- 
tle draped around his legs. The student in figure 17 is 
Iphicles, Heracles’ twin brother, who wears the usual 
mantle draped around his lower body. The lyre in the 
field between the two figures is the phorminx (the so- 
called cradle kithara: see chap. 6). 

On Berlin kylix 2285 we see the lyre lesson taking 
place on the Ieft side of the painting while a student 
recites an epic poem to another instructor (who holds 
a scroll with readable words) on the right.*' As in fig- 
ure 17, the lyre teacher sits on the left, his student on 
the right. Both wear mantles draped around their 
lower bodics and legs, both are seated on stools. facing 
each other, and both play lyres. In other paintings, the 
lyre teacher has more than one pupil: on Munich 2421 
the bearded teacher Smikythos, who sits on a klismos 
(chair with back) tuning his instrument, has two stu- 
dents, Euthymides and Tlempolemos, on his left, 
though only one of them has a lyre. There are four 
students in the scene on London E 172, but again only 
the boy sitting opposite him is playing the chelys-lyra, 
although another boy standing behind the instructor 
holds one. The teacher evidently instructed only one 
student at a time. even though others might be present 
to hear what was said and played,“ 

Other paintings are more difficult to identify as 
music lessons or school scenes. On pclike Eleusis 626 
both young man and bearded man have lyres, but the 
young man stands before the older one. On other vases 
only the seated, bearded man holds a chelys-lyra; the 
youth standing before him has поле.“ The seated man 
without a lyre on Adria B 254 appears to be a teacher 

sending away a student whose lesson was ill-pre- 
pared—he holds up his hand palm out toward the boy 
who looks back rather angrily as he hastens away, lyre 
in hand. 
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The two standing youths who hold out their lyres 
toward a seated bearded man without an instrument, 
Florence PD 272, appear to be offering them to, or 
asking approval of them from, their instructor (the 
scene on the reverse is similar, though the man 
stands). The standing man who hands the chelys-lyra 
to a boy sitting on a diphros, Athens 12462, also seems 
to be a teacher; but the bearded men who hold out a 
lyre to the boy on New York 41.162.86 and on Athens 
1176 may not be; like the bearded man who stands to 
one side in many other scenes, they may be only 
watchful paidogogoi, keeping an eye on their charges. 

The boys appear alone, or with only the paidogo- 
gos, in a small group of paintings in which one or more 
of them holds a bookroll, or scroll. A seated player of 
the chelys-lyra on Berlin 2549 looks up at two other 
boys, both with scrolls, one of whom holds a scroll 
open. Two other vases contain similar scenes. 

The “school” paintings often show one or more 
objects “їп the field,” that is, hanging on the wall be- 
hind the main figures: lyres, writing tablets, aulos 
bags. cups, baskets, and other bags and unidentified 
objects. Lyres and writing tablets appear frequently; 
the latter help to clarify the location of the scene, as 
does the bundle of writing tablets оп New York 
41.162.86 (see above), or on Vienna 1788, where a 
youth sits alone with his chelys-lyra.? But Warsaw 
198512, on which a chelys-lyra is shown on the wall, 
has twó young men watching a cockfight and urging 
on their birds, suggesting that a lyre alone in the back- 
ground is not a very sure indicator of location. 

The background on a number of vases includes 
items such as strigils, sponges, sandals, or small oil 
flasks (aryballoi), articles one might expect to see on 
the wall pegs at the baths or exercise ground. Usually 
thesc scenes present youths in conversation, one Or 
two of them holding lyres but not playing.“ The young 
man who sits alone on a cushioned chair with a chelys- 
lyra in his hand on Florence 3911 also has near him, 
on the wall. a sponge, strigil, and aryballos; and on 
his right is a Doric column. Columns, Doric and Ionic, 
appear on several other vases on which youths play 
the chelys-lyra, thereby indicating the interior of a 
building, perhaps the palaestra or some other part of 
the gymnasium or school.’ 

Men and youths together in the palaestra (sponges 
and stngils often on the wall) are seen playing or car- 
rying the chelys-lyra on a number of vases, mainly 
kylikes. The youths are usually the lyre players, seated 
in most instances, with bearded men who may be 
taken to be suitors, that is, erasts, standing before 
them, often leaning on a knobby staff, as in figure 18. 
In this painting and several others, a man offers a rab- 
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bit as a love gift to a youth, and two scenes show a 
youth making a gesture of refusal of the gift or the 
unwanted attention.” Scenes of this kind may some- 
times have included the figure of Eros: the fragments 
of kylix Florence 4219 include an Eros, a bearded 
man, and two youths, one with the chelys-lyra.* А 
bearded man chases a youth who raises his lyre over 
his head to strike at his pursuer on Cambridge Fitz. 
37.26; and a fragment of a kylix, Adria Bc 47, shows 
a bearded man reaching out to stay a fleeing youth 
who holds a chelys-lyra. 

The winged figure of Victory, Nike, approaches a 
boy or young man to symbolize his success in playing 
the chelys-lyra at a contest in about a dozen paintings, 
and appears alone, flying with lyre in hand, in another 
half dozen. [n scenes with the contest winner, Nike 
may place a wreath or a fillet on his head, or hold out 
a lyre to him, or she may simply hold out her arms 
toward him in a gesture of acclaim, as in figure 19, 
where the boy stands on a small platform holding the 
chelys-lyra.? Sometimes the youth is in the presence 
of two Nike figures, or perhaps a Nike and a bearded 
man with a staff, evidently a judge; on Paris G 552bis 
the judge sits to the right of the former's podium 
dressed in a bordered mantle and holding a long 
staff. 

A different aspect of the contest seems to be re- 
vealed on Oxford 1916.13 (fig. 20). Here the youthful 
lyre player is surrounded by two women and another 
boy; the boy holds out a long bag to him and one 
woman holds out the chelys-lyra; but the other 
woman, who carries a pitcher, offers him a shallow 
bowl. Perhaps he is to make a libation before or after 
taking part in а contest (other vases show us a libation 
bow! in the hand of a Nike who also carries a lyre). 
Just as in figure 19, there is a writing case or sct of 
tablets hanging on the wall, probably to identify the 
youth as a schoolboy. 

In figure 19 an altar on the left suggests that the 
contest takes place during a religious festival.” Youths 
holding a chelys-lyra stand or sit before an altar in a 
half dozen other paintings, too; but in these there is 
no Nike present, and we cannot be sure that these 
have any connection with contests. Two youths, one 
with the lyre, stand on either side of an altar on which 
a fire is burning on Toronto 365; on a hydria at My- 
konos a woman with a torch stands to the left of the 
altar with the youthful lyre player, while a bearded 
man in chiton and himation carrying a long staff stands 
to the right of it. There are in addition four kylikes on 
which a single youth with chelys-lyra stands or sits next 
to an altar. 


The activities of young boys portrayed on choes 
(fat little pitchers used during the festival of Anthe- 
steria) include lyre playing: we sce a boy with a Chelys- 
lyra approaching a large tripod on Athens 12961, and 
another seated on a chair playing for his dog on Athens 
10452, where an aulos case can be seen hanging on 
the wall. Perhaps in imitation of their elders, three 
young boys, ай! crowned with wreaths and nude except 
for himatia over their shoulders, form a procession on 
Copenhagen 5377, one carrying a pitcher and a torch, 
one playing the chelys-lyra, and one the aulos.*” 

The chelys-lyra, on several white-ground lekythoi 
(painted in outline with some color), is found in the 
hands of a young man who stands or sits by a tomb- 
Stone, as in figure 21; and on other similar white- 
ground lekythoi the lyre hangs in the field near the 
stele, again with a young man standing or sitting 
nearby. In most of these scenes the young man appears 
to represent the deceased. The objects around him 
and on or near the stele are of two kinds: grave offer- 
ings such as food, drink, oil, or fillets, and objects that 
symbolize the deceased by telling something of who 
he was—a shield, for example, or a lyre or a plaque 
showing a boxing match (all of these on Boston lek- 
ythos 01.8080). The tomb is that of a young man in 
all these instances; and the chelys-lyra, in this context, 
at least when it merely hangs in the field or lies near 
the stele, seems to be simply the suitable symbol for 
a well-educated young man. 

The chelys-lyra has other meanings associated with 
death, however. If when we see the deceased por- 
trayed playing the lyre, on a vase such as Athens 1950, 
we regard it also as a symbol of the pleasantness of 
Elysium and of the absence of worldly concerns, we 
are better able to understand the way in which sirens 
or harpies (birds with the head and arms of women) 
are associated with death. These mythical Creatures 
who lured sailors to their death on the rocks with their 
singing, but whom the clever Odysseus was able to 
evade (his episode with the sirens is shown on Athens 
1130), also appear playing the chelys-lyra on a number 
of lekythoi, mostly black-figured, and a few other ob- 
jects. Perhaps the sirens in the myth tured sailors to 
them by singing of the happiness (symbolized by the 
lyre) of those in Elysium and of their release from 


sorrow. 


as Lyre Players.. Mortal women as players 
of ав аре Een scarcely been mentioned thus 
far except in connection with female dancers. But н is 
quite evident that women did often play the lyre, 
though the Athenian artists did not choose к portray 
their pursuits nearly so frequently as those of men. It. 


* 


is an interesting fact that women—Muses, maenads, 
and mortals—are rarely portrayed as players of 
stringed instruments by artists using the black-figured 
Style except perhaps in paintings on lekythoi, which, 
as we have seen, are not well understood. The less 
conservative red-figured artists, however, have left a 
variety of scenes in which the chelys-lyra appears in 
the hands of a woman. Perhaps the most interesting 
of these is the hydria on which the poet Sappho (iden- 
tified by inscription) sits reading a scroll surrounded 
by three other women, one of whom holds out a lyre 
near her, clearly associating it with the poet (fig. 22). 
There is a circular fillet or wreath on the wall above 
her head, and the woman behind her holds her hand 
above Sappho's head, perhaps in a gesture of ac- 
claim.” Some letters on the scroll are legible; the first 
word may be rheoi ("gods"). 

Another group of hydriai (water jars apparently 
used in wedding ceremonies), to which a nuptial lebes 
may be added, show scenes in a bride's chambers. A 
common feature of these scenes is the inclusion of 
Eros represented as a winged youth; on Brunswick 219 
another of Aphrodite's winged attendants, Himeros, 
who is also present (and named), ties the bride's san- 
dal." The bride is seated in the center. often with the 
lyre; and Eros, in most cases, flies toward her with a 
wreath.” Some of the other women present carry mu- 
sical instruments (auloi, barbitoi, chelys-lyrai) or 
boxes (chap. 5, fig. 18). On the far right on the nuptial 
lebes, Athens 1171, we find a female figure with wings, 
perhaps the dawn goddess Eos, who also appears in a 
mythological wedding scene on Boston amphora 
03,821.77 Some of the furniture of the room (chest, 
Stools) is included on London 1921.7-10.2 (chap. 5, 
fig. 11), and as on Brunswick 219, the scene includes 
a Doric column. 

Several other hydriai, pyxides, and one or two 
Other vases have paintings that do not appear to be 
bridal scenes: small groups of women playing the 
chelys-lyra and the barbitos or auloi. On these vases 
there is no Eros, though he is present in other scenes 
of women with the barbitos (see chap. 5); the central 
seated figure, if there is onc, may play the auloi or 
barbitos. The fact that there is more than one instru- 
ment in these scenes leads to speculation that the 
women тау be intended to be Muses. On the other 
hand. those without instruments may be engaged in 

, Ordinary activities such as looking in a mirror (Chicago 
pyxis 92.126; Athens 655) and there are no rocks or 
trees to identify the sanctuary of the Muses; these are 
clearly indoor scenes, with objects hanging on the 
wall As in all the scenes we have considered, the 
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women are dressed very sedately, in long chitons or 
peploi (robes). usually with mantles, sometimes with 
earrings and sakkoi (cloth hair coverings). 

On several small vases a female lyre player appears 
alone, seated on a klismos or standing, but in most 
cases actually playing the instrument. On the wall be- 
hind there may be an alabastron (perfume flask); on 
the wall behind the seated performer on New York 
06.11.29 is an aulos bag, and a bird sits at her feet. 
Other small vases show us two female musicians, one 
with chelys-lyra and one with phorminx or aulos (fig. 
23). On Athens 19503 (unpublished choe) the second 
woman appears to have a syrinx.” 


Miscellaneous Scenes. А number of paintings and 
Other representations of the chelys-lyra have not been 
included in the discussion above, either because the 
scene itself is damaged or unclear or (much more fre- 
quently) because it does not contain enough details to 
clarify its meaning. The latter is the case, for example, 
with a pair of scarabs on which is carved the figure of 
a running youth holding a chelys-lyra and, on one 
stone, a flower (on the other he holds a cock)."* But 
on about a dozen black-figured lekythoi, it is the scene 
itself (a seated lyre player between two listeners) that 
is unclear: the silhouette technique does not even al- 
low us to determine whether the figures are men or 
women, except that in a few cases one or both of the 
listeners have white faces, indicating that they are 
women.” 

The paintings on over a dozen red-figured vases 
(amphorae, several kylikes, a bell krater, and a pelike) 
consist of variations on the theme of two standing men 
(usually two young men, but occasionally an older man 
and a younger one), one of them holding out the lyre 
to the other or simply holding the lyre while convers- 
ing."* On several other vases the player is seated and 
a listener is standing by, perhaps leaning on a staff. 
These scenes lack sufficient details to allow us to judge 
who these men might be, or where; this is also true of 
another dozen red-figured vases (kylikes, kraters, and 
a stamnos) on which a man or boy holding a chelys- 
lyra (or extending it to another man) stands with two 
(in one case, three) other men. Nearly all the figures 
are young men without beards, the one with the lyre 
usually the center of the group. Although there may 
be objects hanging in the background (an aulos case 
or other bag) they are not enough to make clear the 
Meaning of the scene. 

A single youth stands or sits playing or holding a 
chelys-lyra on some fourteen kylikes and lekythoi, 
nearly all red-figured.” A small group of cups (and a 
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pelike) show a lyre player walking along, alone or fol- 
lowing a companion. The youth on Athens Nat. Mus., 
Akr. 311 has a basket hanging from the arm of his lyre 
(for similar scenes see chap. 5). 


The Chelys-Lyra with Other Instruments 


Only about one-fifth of the representations of the 
chelys-lyra include a second lyre, another instrument 
of the lyre family, or any other kind of musical instru- 
ment, and few scenes actually show any two or more 
instruments played simultaneously. The aulos, as we 
might expect, is the most common companion of the 
chelys, found with it in both mythological scenes 
(Apollo and the Muses; Apollo and Marsyas; Diony- 
SOS and satyrs; Odysseus and the sirens; Hermes lead- 
ing Heracles, fig. 8; and a procession with satyrs and 
centaurs) and portrayals of human situations (ban- 
Quets; groups made up of women, boys, men, or com- 
binations of these; dance scenes; informal processions; 
and a singing lesson, Cambridge, Fitzwilliam GR 
8.1955, in which the instructor plays the aulos—the 
lyre, however, hangs on the wall between teacher and 
Pupil). Procession scenes, such as the one in which 
Hermes leads Heracles and Iolaos (fig. 8), appear to 
be the most likely to show aulos and chelys-lyra ac- 
tually played simultaneously; but even this most com- 
mon pair of instruments are seldom seen in joint music 
making.” 

Two or more chelys-lyrai can be seen in a smaller 
group of paintings, most of them school scenes or 
Other representations of youths alone, with women, or 
with men. There are also banquet or symposium 
Scenes with two lyres; a pair of harpies, each with a 
chelys-lyra; and an Apollo with two Muses, each of 
whom holds a lyre. | 

The barbitos is companion to the chelys-lyra in a 
dozen paintings, half of them also including auloi and 
most of them showing groups of women. In some cases 
the women represent Muses (as on Paris Р. Palais 308 
[chap. 5, fig. 16]), but in others they do not (on Bruns- 
Wick 219, the women are named Euphemia, Kleodoxa, 
Kleodike, and Phanodike)." A woman dances and 
Plays the krotala on Cambridge Fitzwilliam 4.1943: 
she is accompanied by a seated woman who plays the 
aulos; the other two women in the painting hold a 
barbitos and chelys-lyra but do not play. Lyra and bar- 
bitos also appear together in a symposium scene, 
Milan C 354 (the lyra is not played), and on Schwerin 
KG 707 in the hands of bearded men who arc in the 
Company of boys apparently at the palaestra (sponge 
and strigil hang on the wall); none of-the instruments 


(which include auloi) in the latter scene is bein 
played. 

The phorminx (see chap. 6) is present along 
the chelys-lyra in over half a dozen paintings, most 
them scenes of the Muses: with Apollo; with Mousaic 
(fig. 5, a painting that includes a harp); or with a cov 
herd thought to represent Hesiod or Archilochos ( 
painting, partly illustrated in fig. 6, includes aulos 
syrinx, or panpipes—and a cow).*! Florence 4014 
16, discussed above), on which a girl dances 
phyrrhic, includes aulos, chelys-lyra, and phormim 
On Munich 2363, where a woman plays the phormin 
for a dancing Eros, the lyre hangs above them on 
wall. And on Oxford 1920.104 there are two wome 
at home (mirror and pitcher hanging behind them 
one seated holding a phorminx and one standing 
a chelys-lyra. 

The krotala (clappers; see chap. 5, fig. 13, figur 
on left) mentioned in passing above are seen as 
quently as the phorminx and are also played 
women, or at least female creatures—on Paris CA 
there are three sirens on rocks who play auloi, 
and krotala. А woman plays the krotala while a 
plays the chelys-lyra on Corinth aryballos MP 
Other vases inciude maenads playing krotala while 
other of their number, or a satyr, plays the chelys-lyr: 
Paris Mus. Rodin TC 232 offers an unusual scene: 
an altar from which come leafy branches a woman 
krotala dances, accompanied by a woman playing 
chelys-lyra and a bearded man playing the auloi 
must be Hermes—he wears Hermes’ traditional 
tume with winged boots. 

All the other instruments known to the Greeks- 
except those for signaling rather than music, the 
pet (salpinx) and horn—are also to be found on 
casion with the chelys-lyra. The kithara is played 
the feast for the Dioscuri on Plovdiv 298 (chap. 

7), where a chelys-lyra for each of the heroes lies rea 
on each couch; a kithara played by a bearded god 
be seen in a procession of three quadrigai on Pans 
232, in which a beardless Apollo with a chelys-ly 
walks beside another chariot. The instrument we 
called the “Тһатугаѕ kithara” (see chap. 6), 
appears in scveral scenes in which that hero hold: 
in the presence of Muses who carry chelys-lyrai, 
also be mentioned here, as well as the syrinx, 

a Muse on Boston pyxis 98.887, figure 6. but 
played by a satyr accompanying a lyre-playing тае! 
on London B 353. Finally, therc is the rympanon, 
frame drum, held by a maenad in the presence 
onysos while a second maenud holds a chelys-lyra 


cosia C 430). 


Performers and Costumes 


Players of the chelys-lyra, as can be seen from the 
discussion above, may be boys or men of any age, from 
small children to white-haired elders. Young women— 
mainly Muses, maenads, Nikes, and mortal brides-to- 
be—are also portrayed as lyra players; but the fact 
that painters generally did not choose to portray smail 
girls or elderly women does not, of course, prove that 
they were excluded from the art of lyre playing. The 
activities of women, which tended to be secluded from 
the view of the male population, were by and large 
overlooked by the artists. 

There is no special costume for players of the che- 
lys-lyra, as there is for players of the kithara. A female 
player, whether Muse or mortal, is always modestly 
dressed in the customary garb of Athenian women: a 

. gown (chiton or peplos) and perhaps a mantle (hima- 
tion or chlamys). The costume of the male chelys-lyra 
player in depictions of everyday life usually consists of 
himation only, wrapped about the chest and brought 
Over the shoulder when the player is standing, or 
around the lower body and legs when the player is 
Seated. Komasts (partygoers) may wear only a short 
cloak over their shoulders, or nothing at all. Contes- 
tants, on the other hand, may wear himatia, as does 
the youthful contestant shown in figure 20. Performers 
and their companions frequently wear wreaths, of lau- 
tel or perhaps olive; revelers sometimes wear flower 
wreaths. Players without wreaths often have red or 
Purple fillets (bands of cloth) bound about their heads. 

Mythological players generally appear in whatever 
costume is associated with them: Hermes wears a short 
tunic, cloak, hat, and winged boots; Apollo (at least 
when accompanying a quadriga and usually when re- 
ceiving a libation) wears chiton, as well as himation, 
and (often) a laurel wreath; satyrs and Erotes are 
nude. But as in the case of mortal men, the Costumes 
of mythological figures seem to vary somewhat ac- 
cording to the formality of the occasion: when Hera- 
Чез appears as a contestant playing the chelys-lyra on 
a podium with Hermes and Athena on either side, he 
wears his traditional lion skin over his head; but in- 
stead of his usual short tunic, the rest of his costume 

consists of long chiton and himation (Athens 635). 
When Apollo appears in “informal” situations (for ex- 
ample. among the Muses) he sometimes wears only 
laurel wreath and himation.® 


Playing Techniques for the Chelys-Lyra 


Whereas kithara players normally stand when they 
play their instruments, performers on the chelys-lyra 
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stand, sit, recline, or walk, as the circumstances re- 
quire. The kithara player holds his instrument upright 
while playing (strings vertical), as a rule; but the 
chelys-lyra player, whose instrument is lighter and 
more maneuverable, may hoid his instrument tipped 
ош to a greater or lesser degree. In a majority of 
cases, particularly those in which the performer is 
standing or walking, the instrument is held with the 
arms tipped away from the player at about 45°, more 
or less. But especially in the case of seated players, 
the chelys is often held upright or tipped out only 
slightly, no more than 30°. In scenes in which the per- 
former walks beside a quadriga (where the chelys-lyra 
is a substitute for the kithara, as stated above) the 
chelys is often held upright or only slightly tipped out, 
and figures such as sirens and flying Nikes or Erotes 
also tend to hold the instrument in this way. Walking 
or dancing revelers, on the other hand, as well as those 
reclining on couches at a party, are often shown hold- 
ing the chelys at an angle of 60°-90° from the player's 
body, perhaps because this allows a surer or more 
comfortable grip on it. The angle does not appear to 
affect the technique with which the instrument is 
played. 

The clear examples in which a chelys-lyra is ac- 
tually being played usually show the same pose for the 
hands and arms that we found to be standard in rep- 
resentations of performing kitharists. When the right 
hand is in use (as it is in 111 items at hand) it holds a 
plektron, and in a large majority of cases (82) the hand 
is extended beyond the strings, strongly suggesting a 
just-completed outward Sweep across the strings.™ 
(The right hand is commonly well beyond the outer 
edge of the instrument, a position from which it would 
seem inefficient to begin an inward stroke. )5 

The right hand with the plektron is held near the 
player's chest on only fourteen of our examples. In 
these, the point of the plektron is generally turned 
toward the player's chest, though the lyre player in the 
wedding scene on Berlin kylix 2530 holds the plektron 
point toward the Strings, and several others are not 
Clear. It appears that the more the instrument itself is 
tipped out, the higher the hand with the plektron is 
likely to be held when this pose is shown. Most of the 
paintings, particularly those in which the plektron tip 
Is turned toward the player, strongly suggest a prepa- 
ration for a Sweep outward or downward across the 
strings (see fig. 24). Those that do not suggest this 
involve gestures that are for the most part clearly un- 
related to playing.se 

__The observable positions of the left hand can be 
divided into two general categories: those which sug- 
gest that the player is damping the strings or producing 
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hermonics, and those which suggest that the thumb 
and sometimes another finger are being used to pluck 
the strings." The players whose left-hand position sug- 
gests lightly touching or damping the strings are 
mainly those whose fingers are straight or only slightly 
curved forward, usually somewhat separated, and on 
Occasion tilted slightly from the wrist so that although 
the palm still faces the strings the fingers angle toward 
the outer arm of the instrument. (This last might 
occur naturally in touching the outer strings, since the 
left-hand wrist, which must hold the sling taut, cannot 
move to the side.) The possibility that the thumb, 
though held away from the palm, is used to pluck while 
the other fingers touch or damp the strings, cannot be 
ruled out; see figure 25.” This painting is of special 
interest because it is a back view of the lyre in which 
the artist has shown that the fingers of the left hand 
press against the strings: the fingertips are bent back. 

There are about three dozen examples at hand to 
illustrate this pose that suggests damping, nearly half 
of them black-figured vases. One-third of the exam- 
ples are dated before 500 в.с. and another third be- 
tween 500 and 475 s.c.; nearly two-thirds of them are 
on vases of smaller or less carefully painted varieties. 
This is as we might expect: these players hold their 
left hands palm forward, with the fingers and thumb 
straight, a simple, easily stylized pose that was not 
difficult to represent. 

Examples for the second category (left-hand posi- 
tions that suggest plucking) are almost twice as nu- 
merous and rarely appear on black-figured vases or 
vases made before 500 в.с.; more than two-thirds of 
these are later than 475 в.с., and nearly one-third be- 
long to the second half of the century; well over half 
of them are painted on the larger, more carefully dec- 
orated types of vases. In these examples the player 
bends his thumb across his palm or turns his hand to 
bring the thumb closer to the strings. Such poses re- 
quire more detail, and it is not surprising that they are 
most frequently seen on larger vases in the later red- 
figured style, in which such detail is more easily exe- 
cuted. There is no reason to doubt, however, that both 
types of hand positions were in use throughout the 
Period from about 525 to 400 s.c., for well-executed 
examples of each occur both early and late. . 

The point on the string touched by the fingertips 
(approximately one-third or one-fourth of the way 
along the sounding length of the string from the cross- 
bar on those examples that can be measured) is one 
suitable for either damping the string (so that it no 
longer sounds) or touching it lightly so that harmonics 
Will be produced. For cxample, а gentle touch at а 
Point one-third of the way along the string would cause 


it, when struck with the plektron, to vibrate softly at 
a pitch one octave and a fifth higher than the normal 
pitch of the string; a touch one-quarter of the way 
along its length would produce a sound two octaves 
higher. These soft sounds, along with the much louder 
sounds of strings allowed to vibrate at their normal 
pitches, would certainly have increased the range of 
effects the instrument could produce. 

The points on the strings touched by these players 
would, however, be of no use for altering the pitch of 
the string by pressing hard against it to change its basic 
pitch. On an instrument of seven strings the "fixed" 
pitches of the tetrachords included, at least, would 
surely be represented, and there would be no need to 
raise the pitch of a string by more than a third. To 
raise the pitch by this amount, one would need to press 
hard against the string at some point closer to its upper 
end, and we do not see this in the vase paintings. 

In order to pluck the strings, the player apparently 
rotated his wrist somewhat so that the palm of the 
hand was turned toward the outer arm of the instru- 
ment. There are only a handful of convincing examples 
that show the palm front, fingers straight, with the 
thumb bent over as though plucking (some of these 
suggest that the fingers are damping some of the other 
strings at the same time).* In the position portrayed 
in a large number of clear representations, the thumb 
is in front of the palm, and the other fingers аге bent, 
some more than others, as in figure 24; the fact that 
the fingers angle toward the outer arm of the instru- 
ment reveals that the wrist is rotated, though the fin- 
gers also seem to damp the strings in some instances.” 

In these examples, only the thumb is used in pluck- 
ing, but in a small handful of cases (including some 
doubtful items), the thumb and index finger appear to 
be used together. In half of these, the left-hand fingers, 
instead of bending toward the outer instrument arm, 
turn slightly toward the player (that is, the palm is 
turned toward him rather than away): the best of these 
is figure 21; the thumb and index finger do not touch 
in this instance, nor in most of the others. Of the paint- 
ings showing thumb and index finger used to pluck 
while the palm is turned outward, the clearest is Flor- 
ence 128, a small fragment on which two lyre players 

in this manner (fig. 26). 
a ^ the lyre is being tuned, the player's left hand 
remains at the strings. often with the hand turned, 
thumb closest to the strings, sometimes with the fin- 
gers curved. as though testing the pitch by plucking. 
In figure 27, both thumb and little finger may be pluck- 
ing: one string's pitch is perhaps being tested by com- 
paring it with another. : 


The right hand, in the dozen and a half examples 
of tuning the chelys-lyra that are at hand, is invariably 
at the crossbar, sometimes near the middle, sometimes 
Closer to one arm or the other, but always in the area 
of the kollopes. In figure 28, an early red-figured vase 
dated ca. 510, we see the tuning process from the 
other side, so that it is clear that the right-hand thumb 
and the first two fingers turn a single kollops. (In both 
figs. 27 and 28 the fourth and fifth fingers are straight; 
but in most examples they are allowed to curve around 
the crossbar.) 

The chelys-lyra was clearly tuned in the same man- 
ner as was the kithara (see chap. 3), though the lyre 
may be held in a variety of positions while it is tuned, 
as the illustrations show, and the performers are often 
seated during the process. We do not know how fre- 
quently the chelys-lyra needed tuning or how easy or 
difficult the task was. What is clear is that the lyra 
sometimes needed on-the-spot attention: the wreathed 
youth in chiton and himation who stands before an 
altar on London E 132 must tune his lyra, as must 
teachers at music lessons and young men performing 
at symposia and in the palaestra, as well as satyrs, 
Muses, and Apollo himself. Whether it was only nec- 
essary to repair the accuracy of pitches that were never 
purposely changed, or whether certain strings were re- 
tuned to new pitches from time to time (to change 
harmoniai?), we cannot learn from evidence of this 
kind. 

Clearly portrayed singing players of the chelys-lyra 
are even rarer than kitharodes among the existing ex- 
amples of the vase painter's art, and singers to the 
aulos (found in scenes of revels and music lessons, for 
example) appear more frequently than singers to any 
of the various sorts of lyres (see chap. 8). Unless a 
performer has his head thrown back, as do the reveler 
in figure 24 and Orpheus playing the lyre and singing 
10 the Thracian men on Berlin 3172, it is usually dif- 
ficult to say whether he is singing, for he is rarely por- 
trayed with this mouth wide open. 

There is little doubt in the case of one player of 
the chelys-lyra, however, for though nearly all of his 
head is missing from the existing fragment of the paint- 
ing. the artist has used another method to indicate 
singing: a series of meaningless letters, NNANNN (sic), 
is painted across Athens Nat. Mus., Akr. L546 F 13, 
as though issuing from the performer's mouth, almost 

as іп a modern cartoon-balloon.** 

On Athens Agora Р 18799 it is not the youthful 
lyre player but the bearded leader of the komos 
procession whose head is tilted back and whose lips 
are parted, although the fact that someone other than 
the player may sing to the lyre should come as no great 
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surprise.™ In a painting of a teacher and student, both 
with lyres, on Oxford 1914.734 the teacher’s mouth is 
open, probably to indicate that he is singing.5* 


Construction of the Chelys-Lyra 


The most detailed literary description of the construc- 
tion of a chelys-lyra, as pointed out in chapter 2, is 
supplied by the Homeric Hymn to Hermes. The poem 
describes the instrument’s soundbox formed from a 
tortoise shell covered with leather, the pecheis (arms) 
and zugon (crossbar), the donax (reed or cane) fixed 
in place by means of holes piercing the soundbox, and 
the use of seven gut strings and a plektron with which 
to strike them.” Fifth-century evidence for the con- 
struction of the soundbox is provided by a further de- 
scription of Hermes’ invention in the fragments of 
Sophocles’ satyr play, the /chneutai (‘‘Trackers’’).” 
Here the chorus of satyrs is tracking down the thief 
who stole Apollo's cattle. They hear strange music 
coming from a cave, where they encounter and inter- 
view Hermes’ nurse, who describes how Hermes con- 
structed his lyra out of a dead body. The members of 
the chorus are surprised that so loud a sound could 
come from a corpse, and after several silly inquiries 
as to whether the dead animal is a cat, weasel, crab, 
or beetle, are informed that the instrument is made 
from a tortoise. At this point there is a short gap in 
the text, but the next remarks of the chorus, who im- 
mediately charge Hermes with the theft of Apollo’s 
cattle, make clear that the nurse must have reported 
his wrapping of the tortoise shell with an ox-hide, just 
as in the earlier Homeric Hymn. 

Only a few further details emerge from other 
Pieces of fifth-century literature. A short fragment de- 
scribes lyres as being “well-constructed” (or “well-fit 
together”), and another mentions the gold-covered 
horn of a lyra, perhaps referring to the arm of an 
instrument (animal horns are used for this purpose in 
lyres from other cultures). 

The question of the use of pieces of reed or cane 
in the construction of the lyra, suggested by the Ho- 
meric Hymn, arises again in connection with a passage 
from Aristophanes’ Frogs (228-35). Dionysos and the 
chorus of frogs are exchanging insults, and the frogs 
point out that they are the favorites of Apollo the 
phorminx player, because of the reed that they raise 
in their lakes, which they say is used “under the lyre” 
(hypolyrion). The Alexandrian commentators and 
their successors puzzled over this use of reed in the 
Construction of lyres, citing as a parallel a line from 
Sophocles that seems to compare something or some- 
опе to a lyre which has lost its reed.” In view of the 
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evidence from the Homeric Hymn regarding the fixing 
of a measured length of reed by means of (pins 
through the) holes pierced in the back of the tortoise 
shell, it is clear that the reed mentioned by both Soph- 
Ocles and Aristophanes served in a functional rather 
than ornamental capacity, perhaps as the bridge or as 
an interior brace for the arms, both of which could be 
said to be "under the lyre (strings)." 

The height of the chelys-lyra is commonly repre- 
sented in the vase paintings as about one and one-half 
times the length of the player's forearm, from elbow 
to second knuckle, but it varies from about one fore- 
arm length (only three examples are smaller) to twice 
this measure (only three examples аге larger).'® Even 
though the player's forearm is the measure, the small- 
est lyres are more often played by boys and youths 
than are the larger ones—as if the painter wished to 
emphasize the smallness of the child's instrument. The 
width of the lyre, measured between the arms at the 
widest point, varies less than the height, from slightly 
less than the forearm length to about one and a quar- 
ter times this length. In most cases the width is be- 
tween one-half to three-quarters of the height of the 
instrument (some are narrower; none is wider), but it 
is very noticeable that the taller the instrument, the 
less its width in proportion to its height. The remains 
of a tortoise shell pierced with holes indicating its use 
as a lyre found at Vassae suggest that the lyra (or 
barbitos; see chap. 5) might have a soundbox as small 
as 15 cm high and 12 cm wide.” 

The chelys-lyra depicted in the most carefully ex- 
ecuted, most detailed paintings has either six or seven 
strings, but those with seven strings are twice as nu- 
merous, as we might expect. The category of instru- 
ments with five strings and the category of lyres with 
two to four strings are about the same size: each has 
only about half as many instruments as the six-stringed 
group. Instruments with eight or nine strings are rare 
and, like the lyres with few strings, clearly the result 
of carelessness, The evidence at hand indicates that 
throughout the fifth century, at least until the second 
phase of the Peloponnesian War, about 420 B.C., there 
are no clear representations at all of the chelys-lyra 
with more than nine strings. The strings are usually 
stretched upon the lyre in such a way that they diverge 

to some degree, more or less, as they run to the cross- 
bar.'? The manner in which they are affixed will be 
discussed below in connection with the kollopes and 
lower string fastener. 

The varie used in the construction of the chelys- 
lyra can be identified, on the basis of shell markings 
and size, as the testudo marginata, a species native to 
Greece. This land tortoise, the largest in the genus 
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testudo, now ranges in length from about 20 to 30 cm 
or more and has an average shell depth of 4 or 5 
inches.!^ It is clear that the shape of the shell, as it is 
commonly outlined in the lyre representations, is not 
that of the natural tortoise shell, which does not pro- 
trude on either side as we see it in the paintings; the 
shell must have been cut to this shape, perhaps in 
imitation of the shape of the skull of an animal with 
lyrate horns from which the forerunenrs of the Athe- 
nian lyre were certainly made, if not in Greece very 
likely in countries where Greeks traveled.'® 

For another possible reason for this alteration of 
shape, let us in imagination turn the tortoise over. We 
have been considering the carapace, the domed shell 
over the tortoise’s back. But we must also think about 
the plastron, the underneath shell, and the side seg- 
ments of shell joining the carapace and plastron on 
both sides in the area between the animal’s front and 
hind legs. If part of the plastron were left intact, or 
even just the side segments, and the marginal sections 
of the carapace were at least partly cut away above 
and below the side segments of the shell, the result 
could be a shape of the sort shown in the paintings. 
Such an alteration to the carapace would make its 
shape follow that of the plastron more closely. 

This shape with "ears" so familiar to Athenian 
painters may not have been so pervasive outside the 
area of the city's influence. Late sixth- and fifth- 
century coins and scarabs from other areas (Cyprus, 
Karia, Lesbos) show a rounded body, and even among 
the Athenian representations there are a number with 
round ог oval soundboxes.'” 

It is of course possible that the soundbox was at 
times made of some other material painted to resemble 
a tortoise shell. But there is no reason to suppose that 
tortoise shells, which provided a hard, durable sound- 
box material, were not in good supply, even around 
Athens, in the fifth century, although they may have 
been expensive. One cup painter, on New York 
07.286.47, goes so far as to usc applied clay on the 
back of the lyre to show the bumpiness of the tortoise 
shell, an effort he would surely have spared himself 
had he been accustomed to see these marks painted 
on. Two side views of the PA also ешр о С 

mpiness of the individual carapace sections, 
— one not: Brussels A 1020 (fig. 23), an 
excellent exercise in perspective, does it well; but the 
painter of Vienna 697 had difficulty with the problem 
ive." 
si o айыке of the tortoise shell, which becomes 
the belly of the instrument, was apparently covered 
with thin hide, as are instruments of the lyre type in 
Africa today.” The hide, if fastened in place when 


damp, would draw tight for a secure fit when dried. 
The light-colored border that shows around the shell 
in back views of the instrument, as in figure 5 and 17 
and many other paintings, probably represents the 
edges of the hide (cf. fig. 23). drawn tight with a cord 
and possibly also held in place by pins that may have 
gone through small holes in the shell,.for some of the 
soundbox remains have small holes around the edges, 
and in the vase paintings small dots or short lines are 
sometimes painted on the "border" around the 
shell." As for the tortoise-shell markings (represent- 
ing the individual sections of the carapace), they are 
sometimes realistically painted, sometimes not; and 
the characteristic tortoise-shell pattern is not often re- 
spected.'!! 

Many paintings of the front side of the lyre include 
the bridge (made of wood, horn, cane. bone, or other 
hard material) by means of which the string vibrations 
are transmitted to the inside of this tortoise-shell 
soundbox for greater volume and resonance. The 
bridge is normally situated somewhat below the mid- 
Фе of the soundbox (as in fig. 23), though there are 
examples with the bridge in the middle, or even higher, 
at the level where the arms disappear into the hide 
surface (fig. 24); whether it was ever actually situated 
this high is certainly doubtful. It was seldom over- 
looked by the painter when the entire front of the 
soundbox is visible, though he might indicate it with 
nothing but a straight line, thick or thin, or a sort of 
cigar shape in black paint. A fair number of lyres have 
bridges that are long rectangles or other four-sided 
figures in black or in outline (again, thick or thin).!? 

Some of the bridges clearly have feet—supports 
that rest on the drumhead-like covering or pierce 
through it to rest on the shell itself. These may be 
shown as short lines drawn through the bridge at or 
near either end and protruding above the bridge as in 
figure 29 (under the strings), below it as in figures 6 
and 9, or (less commonly) both above and below as 
in figure 30. In a few cases in which the bridge is 
without feet, the bridge itself is curved, with the ends 
turning down: und in several others. a bridge shown 
as a thin line has rounded dots at cither end, while 
some narrow rectangular bridges Painted in outline 
have heavy black outlines at the sides in lieu of feet. 

е Тһе lower ends of the Strings are attached 10 а 
device below the bridge that, in the sketchier paint- 
ings, is often merely a straight line across the base of 
the soundbox. The version most often seen in more 
detailed paintings consists of a long line at right angles 
to the strings, with a short line at or near either end 
making a right angle and running to the lower edge of 
the soundbox (see figs. 6, 23, and 30). Remains of 
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several metal string fasteners have been recovered, 
and holes near the end in certain shell remains indicate 
that the lower ends of the metal were bent upward 
behind the shell and then bent inward to pass through 
the holes. The Basel oinochoe by the Shuvalov 
Painter shows a back view of the chelys-lyra with ver- 
tical lines at the bottom of the soundbox where these 
prongs were fitted. 

In front of the string fastener, the short vertical 
lines to the edge of the soundbox curve inward on 
quite a number of examples, including figure 30; 
sometimes the whole outline of the device is created 
with one continuous line that forms the upper edge, 
rounds the corners, and curves inward below.''* There 
are also some anomalous-looking lower string fasten- 
ers, such as the one seen on the carelessly executed 
lyre in figure 9, a thin rectangle with what appears to 
be seven or eight loops above it (if these are not simply 
decorative, they may represent extra lengths of string 
below the fastening).""” 

Aside from the border around the soundbox that 
is occasionally present, the belly of the instrument re- 
mains without any other devices or decorations except 
for the small dots or circles that sometimes appear 
between the arm and the end of the bridge on both 
sides. The one on the right side is faintly visible in 
figure 30. 

The basic shape of the chelys-lyra as viewed from 
the side, a perspective rarely attempted in the vase 
paintings, is suggested in a short fragment from the 
fifth century. The philosopher Heraclitus, who was 
noted even in antiquity for his obscure manner of 
expression. says that “harmonia” is "stretched back- 
ward” on itself, just like the “harmonia” of the bow 
or the lyre. His implicit comparison between bow and 
lyre suggests that the lyre, too, formed an arc whose 
opposite ends were pulled toward each other through 
the tension of the strings. Seen from the side, then, 
the lyre must have shown a distinct curvature, a con- 
clusion confirmed by rare attempts to depict a side 
View of the instrument (see figs. 7 and 23).""9 

The paintings on a great many vases make it evi- 
dent that the arms of the lyre enter the soundbox from 
the front—that is, no holes are cut for them in the 
tortoise shell; they enter through the hide and are 
braced and secured inside." The point of entry is usu- 
ally quite high, just above the side bulge (if any) of 
the shell, though in a fair number of cases the arms 
enter surprisingly low, as much as halfway down the 
Soundbox. In any case, the arms enter at an angle to 
the belly of the instrument, which explains why the 
arm of the instrument in figure 23 appears to lean 
forward, and if we take into account the curvature of 
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the arms themselves, may also explain why the paint- 
ers, in an apparent attempt to account for this, some- 
times made both arms curve in the same direction, as 
in figure 7, or, as in figure 21, made the right arm 
curve more than the left.'?! 

The arms, as they leave the soundbox, ordinarily 
curve out, in a shape reminiscent of the antelope horns 
from which they may once have been made.'? Just 
below the crossbar they curve in again somewhat and 
are usually fairly straight and parallel above the cross- 
bar, though occasionally they curve out again at the 
top.'? Their length above the crossbar varies, as the 
figures in this chapter reveal. 

The arms are often marked with a line down the 
center, usually running from the height of the crossbar 
a little less than halfway to the soundbox, as in figures 
17 (instrument on right), 6, 28 (both front and back 
views), 29, and 30, though sometimes shorter or 
longer.’ A few instruments also have a line running 
from the very top down the center, part or all of the 
way to the crossbar." We cannot be certain whether 
these lines are mere decorations or an attempt to sug- 
gest the three-dimensional shape of the arms. 

The arms of the chelys-lyra are seldom ornamented 
further. On a handful of black-figured and white- 
ground vases, the arms are in white—entirely, or in 
some cases from the tops to a point about a third of 
the way down from the crossbar toward the soundbox, 
perhaps to indicate ivory facings."* Still more rarely 
the tips of the arms are represented as painted or 
carved with one or more rings, Or carved to two or 
three points (see fig. 6).'”” 

In most representations of the chelys-lyra, the out- 
lines of arms and crossbar are painted right across 
each other, as in figure 19. But more than two dozen 
paintings make quite clear the manner in which arms 
and crossbar are joined: the crossbar sits in a "notch" 

in each arm, represented as a curved line just over the 
crossbar (see fig. 29). To create this notch, the maker 
of the lyre found near Eleusis cut away the front half 
of the arm above the crossbar on the notch side and 
carved the notch into the top of the remaining front 
half (the notch is big enough because the crossbar it- 
self has sections cut away at these points, making it 
narrower).' This helps to explain why, in figure 23, 
the arm, seen from the side, looks so much thinner 
above the crossbar (which is not, however, visible) and 
why a lyre with arms done in relief in another painting 
(Boston 00.356 {a back view]) has much higher relief 
below the crossbar than above it. un 

In figures 12 and 28, and several other paintings, 
the notches are not deep enough to cover the crossbar 
completely, Notches appear on the front (belly) side 
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of the instrument in nearly all cases; in figure 28, how- 
ever, we see them on the front of one lyre and the 
back of another (in other paintings with both back and 
front views, only the front has notches). Notches on 
the backs of the arms can also be seen in figure 12 and 
in the scene on the outside of New York 58.11.1. Paint- 
ings of the chelys-lyra in which the notches are not in 
evidence may adopt the method of indicating that the 
crossbar fits within the arm used in figures 15, 17 (back 
and front views), and in fig. 18: only the crossbar's 
upper line is painted across the arms. This expedient 
is also employed in eight other paintings, all but one 
of them front views of the instrument, 

When the outlines of the crossbar do not cross 
those of the arms in front view (or do cross them in 
back view), the crossbar appears to lic in back of the 
arms. We find this on five vases, as well as a drachma 
coin from Lesbos showing a lyre in back view, with its 
crossbar in relief higher than that of the arms. How- 
ever, three lyres on one carefully painted kylix by 
Douris (ca. 480 B.c.) arc presented in front view, the 
crossbar on the front (that is, the outlines of the arms 
are interrupted); and three objects that use relicf—a 
terra-cotta, a scarab (a front view), and a stater (large 
coin) from the island of Karia with a finely dctailed 
back view—also show the crossbar on the front." 
None of the objects mentioned includes any hint ofa 
notch to support the crossbar." 

The crossbar of the chelys-lyra seldom has any dec- 
oration of its own. Its ends, or its whole length, are 
painted white in a few instances, whereas on Athens 
635 they are painted red (the arms arc white)." The 
lyre on London E 514 has red bands painted around 
the crossbar near the ends, and the instrument on Ox- 
ford 312 has similar bands or perhaps carved rings, 
while the one on Berkeley 8/4581 has horizontal lines 
on the crossbar that make it appear split at either end 
almost as far as the outside edge of the arms (the tops 
of the arms have similar lines). Knobs at the ends of 
the crossbar appear on only three vases, Athens 
12282, London E 326 (a lyre of odd shape), and an 
unnumbered amphora from Fiesole; but four scarabs 
from the Greek islands display lyres with small cross- 
bar knobs (three of these also have small knobs at the 
tops of the arms). . 

The kollopes, the leather-and-pin fittings around 
which the strings are wound at the crossbar, are omit- 
ted in many paintings of the chelys-lyra (see figs. 12, 
16, 17, and 19), though in a few, the crisscross wind- 
ings of the strings arc indicated, as on London E 815. 
Most of the illustrations in this chapter do reveal the 
presence of kollopes, however, and from these and 
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Other vases we can discover much that we would like 
to know about them. 

We can assume that one string, one kollops was 
meant to be the rule, even though the painters are 
often careless with the number of kollopes (which dis- 
agrees with the number of strings as often as it agrees, 
even on completely visible examples with seven 
strings). The kollopes are sometimes displayed in red 
paint (as are those in figs. 21, 24, 28, and 29) and in 
a few instances in white paint.” 

The length of the kollops pins, extending well 
above and below the crossbar, is often great enough 
to make it clear that these visible fittings, whatever the 
material from which they are made, do not consist only 
of feather wrappings around the crossbar (sce figs. 21, 
6, 27, and 29). This perception is supported by a num- 
ber of paintings and other objects which show kollops 
pins that touch only one side of the crossbar (that is, 
lie behind it, as the viewer sees it) and in some cases 
have small knobs at either end, which would help pre- 
vent the strings from slipping off even if the pins are 
rather short. 

The chelys-lyra in the hands of Mousaios, figure 5, 
has its kollops pins on the front side (away from the 
viewer), as does the one in figure 25; but the lyre of 
Sappho's handmaiden in figure 22 has its pins on the 
back (again. away from the viewer)." The vases on 
which the kollopes are painted on the viewer's side 
(which are much more common) show that the artists 
willingly portray them on cither the front or the back 
of the instrument. Several vases, coins, and a scarab 
on which the kollopes ate shown as small black or 
raised circles above and below the crossbar attest to 
kollops pins made of a solid material such as hardwood 
and provided with small knobs at either end.” The 
crisscross pattern by which the strings are wound 
around the Kollopes is evident in figures 5 and 8, on 
Athens 11713, and on а Fiesole amphora, while Lon- 
don E 301 indicates the windings as black squares on 
the crossbar (the long kollops pins are behind it). 


Accoutrements 


The plektron used by the players of the Chelys-lyra is 
evidently the same as that wielded by the Kitharists. 
Because there are so many scenes in which the lyre is 
preseat but not being played, however, there are many 
opportunities to see the whole plektron dangling from 
its cord unobstructed by the plaver's hand. as in figure 
27." The plektron and its cord may be painted in 
either black or red paint: but on several vases from 
the second half of the fifth century, plektron and cord 
are white.'* 
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The head of the plektron, probably of horn, metal, 
bone, or ivory, is shaped like an arrowhead, the out- 
line resembling the bowl of a spoon with a pointed tip, 
sometimes slim, sometimes quite wide (see fig. 4). It 
occasionally has a line down the center toward the 
point. The shank apparently has a leather covering 
(and probably has holes drilled in it for this purpose 
[see the discussion of the plektron in chap. 2]). This 
makes a rather thick, probably somewhat flexible han- 
dle long enough to grip comfortably." The end of 
the handle may have a tassel, as long as the head 
and handle together or longer (as оп Hamburg 
1900.164).!^ It is the tassel, made of thongs or perhaps 
cords, that we see falling from the right hand of Or- 
pheus in figure 29 (he holds the plektron and the in- 
Strument's arm in the same hand). 

The long cord that attaches the plektron to the 
instrument is also fastened at the end of the handle. 
Its other end is fixed, ordinarily, at or near the base 
of the instrument's outer arm, though we sometimes 
see it tied to the lower string fastener at the bottom 
edge of the soundbox, as is done in the case of the 
kithara.'^ 

The player grips the handle of the plektron in such 
a way that his thumb and index finger touch the head 
of it (figs. 4, 6, 8, 17, 23, 25, and 30—the plektron is 
usually grasped more securely than in fig. 24). When 
he is not playing, he usually loops or winds the plek- 
tron cord around the arm of the lyre. But he may also 
tuck the plektron between the base of either arm and 
the soundbox (the chelys-lyra has a small crevice be- 
hind the arm, apparently), hang it over the crossbar, 
or tuck it just above the bridge." 

The sling around the player's left wrist and around 
the outer arm of the instrument, although actually vis- 
ible in only about three dozen examples, was presum- 
ably a necessary part of the chelys-lyra player's 
equipment. It is usually a narrow, undecorated band 
of cloth, often painted in red (figs. 8, 24, 28, and 30), 
placed a short distance up the arm of the instrument 
and kept taut by the performer, since he holds the lyre 
up partly by this means." When the lyre is not being 
played, the sling dangles loosely around the base of 
the arm." It is decorated (with dots or diamond 
shapes) in only two scenes that have come to hand, 
and in both of these, it is the god Apollo who is given 
the kind of sling used on the kithara.“ 

. The “sash” described in chapter 3 is also to be seen 
in representations of the chelys-lyra, though it is less 
often in evidence than the wrist sling. It too is painted 
red in a number of cases (see figs. 8, 24, and 30); only 
on London E 391 is it (like the plektron and cord in 
this painting) in white. There are some examples on 
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Which the sash appears to be made up of separate 
strands, as in figure 23, but whereas in some of these 
it is quite long, as on Oxford 312, in others it may be 
so short that the possibility that it represents extra 
strings for the instrument must be ruled out; see figure 
24 and Trieste S 424.1 The sash often appears to be 
made of the same material as the sling, especially 
when both are painted in red. In some cases both seem 
to be of one continuous piece, knotted to provide a 
sling, the free ends (which may divide toward the ends, 
as in figure 30) forming the sash.' The sash in figure 
15 and other examples may be part of the sling, or it 
may be a separate piece, though possibly of the same 
material, looped through the sling and fastened to її!!! 
In a few cases, the sling and sash appear to be made 
of a long fillet with fringe at the ends similar to the 
One we see worn around the head of the bearded man 
on the left in figure 24." Since fillets are generally 
painted red, possibly all the representations with sling 
and sash in red belong in this category. 

The chelys-lyra has no cloth hanging from behind 
it as does the kithara. Such an accoutrement can be 
discovered in only three vase paintings at present: in 
one, the chelys-lyra is played by a standing Apollo, 
formally dressed in chiton and himation; in each of 
the other two, a Nike appears in a contest-related 
Scene. It seems evident that the chelys-lyra is in 
some sense a stand-in for the kithara in at least one 
Of these cases (the depiction of Apollo). In the contest 
scenes, the artists may have added the cloth (very long 
and boldly decorated on Oxford 312) to emphasize the 
importance and dignity of the occasion. 


The chelys-lyra was both the most widely used 
member of the lyre family and the one whose name 
(lyra) and image were used to represent that family. 
Like the kithara, which it sometimes replaces, it is 
played by Apollo; and it is found in the hands of sa- 
tyrs, maenads, Muses, and other mythological figures 
(Heracles, Orpheus, Tithonos, Paris, the Dioscuri, 
and Eros). Its invention by the god Hermes was re- 
called in the fifth century both by Sophocles, in the 
satyr play Ichneutai, and by several vase painters who 
depict Hermes holding the lyre. Nor was its connection 
with the hero Theseus forgotten, for at least two vase 
Paintings recall it, as does the constellation Lyra, al- 
ready known by this name in the fifth century and said 
by later writers to be the lyre of Theseus. | 

The chelys-lyra, unlike the kithara, is customarily 
Present in many kinds of scenes of ordinary human life 
and was probably played by men and women of all 


ages. As an accompaniment for singing at the sym- 
posium and the komos, it is played by the guests them- 
selves or one of the youths in attendance, for lyre 
playing was a basic part of Athenian education and the 
lyre is often present in school scenes. Because it was 
the mark of an educated man and because it symbol- 
izes release from cares, the chelys-lyra is played by a 
man, probably the deceased, on lekythoi used as grave 
Offerings. Young boys are portrayed playing the lyre, 
and although young girls аге not, they must have 
learned to do so, for adult women depicted on the 
vases play it: the attendants of the poet Sappho, brides 
and bridal attendants, the accompanists of women 
dancing, and women taking part in quiet indoor rec- 
reation. The lyre may be found with any of the other 
instruments used by the Greeks for music making, but 
it is seldom revealed as actually being played along 
with another instrument, even its most frequent part- 
ner, the aulos. 

Since the occasions on which the lyre is played are 
generally informal, lyre players, unlike kitharists, are 
often seated. Whereas the kithara is held upright, the 
chelys-lyra is usually tipped out from 30° to 90° (about 
45° is most common). Whereas the playing and tuning 
techniques are apparently the same as those used for 
the kithara (though the much greater number of avail- 
able examples allows us to examine these more closely 
here), the accoutrements of the chelys-lyra are in some 
respects much simpler than those of the kithara. 
Knobs at the end of the crossbar or a decorated cloth 
hanging behind the instrument are so rare among che- 
lys representations as to suggest confusion with the 
kithara in the few known examples, and а “sash” at- 
tached at the base of the outer arm is also seldom seen. 
The lyre has the same kollopes, lower string fastener, 
bridge, and plektron as the kithara, but the plektron 
cord is attached to the base of the outer arms more 
often than to the basc of the soundbox, as with the 
kithara. Though there may have been some elegantly 
made lyres with gold or ivory facings on the arms, the 
chelys-lyra was clearly a much more simply con- 
structed instrument than the kithara with its elabo- 
rately carved arms. | 

The chelys-lyra was not the only instrument with 
a tortoise-shell soundbox known to the Athenians, 
who had also welcomed into their musical life its long- 
armed relation, the barbitos. This instrument, dis- 
cussed in the next chapter, was more narrowly defined 
as to uses (han was the chelys-lyra. Associated with 
satyrs and symposiasts, it was also the instrument of 

ts and the third of the three chief members of the 
lyre family in fifth-century Athens. 
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1, Heidelberg L 64. Attic 
b.f. lekythos. Detail: 
quadriga scene. 





2. Oxford $35 (G. 292). 
Attic ef. lekythos. Detail: 
Apollo sad Artemis. 
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3. London B 353. Attic 
b.f. oinochoe. Detail: 
maenad between satyrs. 


4. New York 24.97.30. 
Attic r.f. bell krater. 
Detail: Orpheus and 
Thracians. 


THE CHELYS-LYRA IN CLASSICAL ATHENS 


5. London Е 271. Attic 
c.f. amphora. Detail: 
Mousalos, Mases. 
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6. Boston 99.887. Attic 


white-groend (v.g.) рухи. 
Detail: ases. 
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7. Hillsborough, Hearst 
21. Attic r.f. kalpis. 
Detail: Tithonos pursued 
by Eos. 


$. London R 167. Ат 
DN. amphore. Detail: 
Hermes, Heredes, and 
коо. 
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9. Bertin Antikenmuseum 
2536. Айк r.f. kylix. 
Detail: Judgment of Paris. 





10. Oxford 311 
11889.1015). Attic e.f. 
муо». Detail: Eres 
witb Iyre. 
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11. Syracuse 36330. Attic 
r.f. bydria. Detail: women 
and Eros. 





12. London E 159. Attic 
r.f. hydriu, Detail: guests 
at symposium. 





13. Fraakfurt, МУ. 
beta 304. Attic b.f. 


lekythos. Detail: reclialag 
figere, allendaats. 


14. Cambridge, Harvard 
1959.183, Attic r.f, pelike 
by the Pig Painter. 
Procession, man and 
boys. 


15. Paris, Musée Rodin 
993. Attic c.f. column 
krater by the Pig Painter. 
Detail: komasts. 
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16. Floreace 4014. Attic 
t. f. hydria. Detail: women 
dancing the pyrrhic, 
musicians, onlookers, 


17. Schwerin KG 708, 
Attic r.f. skyphos by the 
Pistoxenos Painter. Detail: 
Linos and Iphikles. 





108 THE CHELYS-LYRA IN CLASSICAL ATHENS 





19. New York 26.60.79. 
Attic r.f. kylix. Interior 
éetail: Nike and youth. 





18. Athens 1413. Attic r.f. 
pelike. Detail: Man 
offering rabbit to youth. 


29. Oxford 1916.13. Attic 
ef. k Vix. Detail: youth 
between women. 
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21. Vienna IV 143 (old 
622). Attic м.р. lekythos. 
Detail: grave scene. 
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22. Athens 1260, Attie r.t. 
bydria. Detail: seated 
woman (Sappho) reading 
scroll, standing women, 


23. Bressels А 1020. Attic 
w.g. lekythos. Detail: 
women with instruments. 


24. Toledo 64.126. Attic 
ы. kylix by the Foundry 
Painter. Interior: Котак. 


25. Gotha 51. Attic r.f, 
Ьъбтіл. Detail: Diomedes, 
youth, з Nike. Apolio. 


THE CHELYS-LYRA IN CLASSICAL ATHENS 





THE CHELYS-LYRA IN CLASSICAL ATHENS 





їп 


26. Florence 128 (7.B29). 
Attic r.f. fragment. 
Detail: two young men 
with lyres. 


27. Athens Agora P 43. 
Attic м.р. kvilx. Interior: 
boy with lyre, 


28. Munich 2421. Attic 
r.f. hydrin. Detall: teacher 
and students. 
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29. Boston 13.202. Attic 
cf. lekythos. Detail: 
Orpheus attacked by 
Thracian woman. 





CHAPTER FIVE 


The Barbitos in Classical Athens 


The vase painters of Athens from the late sixth century 
through most of the fifth showed a considerable en- 
thusiasm for another lyre with a tortoise-shell sound- 
box, the one that has been identified as the barbitos. 
The enthusiasm is understandable when we consider 
the uses and connotations of the instrument: the paint- 
ers present the barbitos in a wide variety of scenes, 
nearly all of them related to the revelry of Dionysos 
and his troop of satyrs and maenads, or its mortal 
counterparts, the Athenians komos (a rowdy proces- 
sion of partygoers) and symposium (drinking party). 
As we saw in chapter 2, the barbitos was closely 
associated in the Greek mind with some of the famous 
lyric poets from the East, especially with Anakreon, 
whose arrival in Athens in the late sixth century coin- 
cided precisely with the sudden appearance of this in- 
Strument in the vase paintings. Despite its exotic status 
as a recent foreign importation, the barbitos is men- 
tioned many times in Greek literature of the Classical 
Period, often with allusions to its function as the chief 
instrument (beside the aulos) of the symposium. 


Etymology 


In discussing the Asiatic background of Greek music, 
the first-century в.с. geographer Strabo speaks of the 
influence of the Phrygians and other such peoples in 
connection with the kithara and aulos and includes the 
barbitos in a list of Greek instruments that bear for- 
eign names, This remark, along with the lack of re- 
lated words in any Indo-European language, has led 
to the conclusion that the instrument's name is of un- 
known, perhaps Phrygian, origin.! 


Although the evidence is not conclusive, it appears 
that the name of this distinctive instrument first ap- 
peared in Greck in the Aeolic dialect spoken in Al- 
caeus’ homeland of Lesbos; in this dialect the 
instrument was called barimitos (or sometimes baro- 
mos or barmos), but by the fifth century the form 
found in Attic literature, barbitos, had become stan- 
dard.? 

The relatively late entry of the instrument’s name 
into the Greek language may account for the paucity 
of related terms as compared with, for example, kith- 
aris and its many derivatives in use during the Archaic 
and Classical periods. The verb form barbitizein ("to 
play the barbitos") occurs only in two instances, and 
the sole compound form, philobarbitos (‘fond of the 
barbitos"), is found only once in the extant literature.’ 
Unlike the well-assimilated words kitharis, phorminx, 
and lyra, the name barbitos appears to have retained 
a certain foreign ring. 


Vase Paintings of Barbitos Players 


Dionysos and His Followers 


Although the vase painters do not portray the barbitos 
as often as they do the kithara or lyra, the instrument 
appears on some two hundred and fifty of the vases 
studied, nearly all of which show its connection with 
Dionysos: depictions of Dionysos himself or his atten- 
dants, representations of komasts and symposiasts, 
and portraits of the poet Anakreon, who often appears 
in the context of the komos. Since amatory exploits 
are clearly connected with occasions of revelry, we 
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may perhaps include portraits of Eros with a barbitos 
among the related scenes. A much smaller group of 
paintings of the barbitos, пог related to the komos or 
symposium. includes other scenes of an erotic nature; 
portraits of other pocts; depictions of the Muses; 
Scenes of private music making by both men and 
women; and scenes showing the barbitos as an accom- 
paniment to music lessons. 

Although scenes of mortals taking part in the danc- 
ing and wine-drinking revelry of the komos are by far 
the most numerous, Dionysos and his satyrs and mae- 
nads are well represented. Dionysos. bearded, dressed 
in flowing chiton and himation in most cases, wreathed 
with ivy, and carrying a kantharos (wine cup with tall, 
exaggerated loop handles) or rhyton (drinking horn) 
and sometimes a thyrsos (staff topped with ivy leaves 
or an oversized pinecone), appears among his dancing, 
drinking, music-making followers in seventeen scenes 
in which the barbitos is found.* (Most of these paint- 
ings are on large red-figured wine vessels such as kra- 
ters and stamnoi.) The barbitos is generally played by 
a satyr, less often by a maenad (sce fig. 19). Dionysos 
is sometimes seated, sometimes walking in а proces- 
sion or standing among his ever-present followers; in 
one scene, on Paris G57, he dances among them, still 
holding his drinking horn. 

One of the oldest representations, from about 525 
в.с.. оп Frankfurt Mus. für Khw. WM 03 (fig. 1), 
shows Dionysos, who holds a large kantharos. seated 
with Ariadne and surrounded by dancing satyrs and 
maenads. The barbitos in this painting has arms of a 
peculiar shape found in very few other examples (see 
discussion of construction below). 

In the processions, some of them torchlit, in 
which Dionysos appears he is generally on foot among 
his attendants. Опе of these, Cambridge Harvard 
1960.236 (fig. 2). depicts the Return of Hephaistos to 
Olympos. Hephaistos with his double ax (on the other 
side of this calyx krater) sits astride a mule and is 
followed by a satyr with a kithara; but we see Dio- 
nysas on foot, followed by a satyr with the barbitos. 
On New York 56.171.52, however, it is he who rides: 
on a donkey, holding kantharos and thyrsos, preceded 
by a satyr with a wineskin and followed, once again, 
by а satyr with a barbitos (from the arm of which 
hangs an aulos bag). 

Satyrs and macnads dance, move in Procession, 
flourish wine cups, and play the barbitos and aulos 
even more often in scenes where Dionysos does not 
actually appear.’ Wine Vessels are visible in most of 
these. as in all the Dionysos scenes, so that even where 
vessels are lacking. a barbitos-playing satyr conveys 
the idea of Dionysiac revelry.” The scenes themselves 
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| are painted on wine vessels (krater, amphora, and 


stamnos), of course, and on wine cups (kylix and sky- 
phos) and pitchers (oinochoi). 

On column krater Paris Petit Palais 326 an aulos- 
playing silenus (elderly satyr) leads an unusual proces- 
Sion consisting, not of other satyrs and maenads, but 
of Hermes, Heracles, and a man with only a folded 
mantle around his shoulders who carries a skyphos 
(Heracles' squire lolaus?). The barbitos player is Her- 
acles, whom we have also encountered elsewhere as a 
kitharist or player of the chelys-lyra (chaps. 3 and 4).* 


The Athenian Komos 


Komos scenes with the barbitos in which the partici- 
pants are mortals are about twice as common as Dio- 
nysos and satyr scenes, suggesting that the barbitos 
appears in the hands of Dionysos' followers because 
of its association with the komos rather than because 
of any connection with the ritual of a cult of Dionysos. 
Specifically religious scenes in which the barbitos ap- 
pears near an altar, for example, are scarcely to be 
found. Only five have come to light in this study: in 
two, a player faces an altar behind which stands a 
herm; the third is similar, but without the herm; and 
only the fourth brings together the elements of altar, 
barbitos, and wine drinking. The meaning of this scene 
is ambiguous, and there is nothing that provides a con- 
nection with Dionysos." The fifth altar scene with a 
barbitos shows Heracles killing Busiris (Paris G 50); 
оп the left a young man holding the instrument flees 
from the altar area where the murder is taking place. 
This event was the subject of a number of vase paint- 
ings, in some of which a lyre of one sort or another is 
shown. The barbitos is found only in this instance, 
however; and the god worshiped by Busiris, according 
to Herodotus, was the Egyptian equivalent, not of Di- 
onysos, but of Zeus." 

The evidence for the association of barbitos with 
komos, on the other hand, is rich and varied. Nearly 
two dozen paintings include one or more dancers; a 
like number offer rowdy komos processions; a third, 
smaller group consists of scenes of general carousing 
and music making; and a fourth group, again including 
nearly two dozen paintings. shows a single komast 
trudging along on his way to the party or home from 
it. The participants. who sometimes have dogs with 
them. often hold wine Cups or wine vessels; and their 
dancing and merrymaking (or progress toward the 
Party) is often accompanied by auloi, sometimes 
Played by a (hired) woman Musician, as well as by the 
barbitos. 
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Komasts sometimes dance to the clicking of the 
krotala, which they themselves play, as well as to the 
sounds of barbitos and auloi. The steps of their dances 
can only be guessed at, but there are two that appear 
often enough in this survey to suggest typical move- 
ment patterns. In the one most often found, thc dancer 
lifts a bent knee high, while the other leg, bearing his 
weight, is also bent somewhat (fig. 3). In the other, 
the dancer leans back, bending the leg that bears his 
weight and holding the other leg straight in front of 
him (or occasionally to the side), the foot usually 
touching the ground, as in figure 4, where a dancer in 
this pose is also playing the krotala. He holds them in 
the position customarily seen, one pair up and one pair 
down. The gestures of hands and arms (by those who 
do not hold krotala or wine cups) are so varied that 
they defy categorization, which suggests that these 
movements may have been left to the inspiration of 
the moment. 

Men walking in the same direction in a file may 
often be identified as komasts, especially if there are 
women among them as aulos players or dancers, or if 
one or more komasts are dancing, and if some of the 
party carry wine cups or jars. Although there are fe- 
male aulos players in nearly half our examples, women 
in the procession who are dancing (dressed in chiton 
and himation and recognizable as dancers only be- 
cause of the positions of their hands and arms) are 
found on Gotha 2476, a black-figured vase made be- 
fore 500 s.c. with depictions of the barbitos that are 
among the earliest found. The male figures often carry 
Staves and wear shoes or high boots, as in another 
early example, figure 5, suggesting that the proces- 
Sions take place out of doors. There are columns, 
probably those of a public building, showing between 
the participants on a black-figured lekythos from Gela 
of about 510 в.с., where the barbitos player has а dog 
walking beside him. 

When only two male figures, bearing the usual ob- 
jects (staves and/or wine vessels in addition to the bar- 
bitos) and perhaps followed by a small dog. walk along 
in the painting, it is difficult to tell whether they are 
taking part in a procession of some sort or simply mak- 
ing their way to the celebration." The two young men 
on Paris G 82 are apparently already celebrating, for 
the one in the foreground holds both a kylix and a 
thyton and seems to be dancing. The two on Basel 
Pelike 1906.301, on the other hand, may be on their 
way to the komos; a pitcher (chous) hangs from the 

arm of the barbitos, an indication that they are taking 
Part in the festival of the Anthesteria.” 2. 

However, although only some half-dozen paintings 
Show two komasts, there are two dozen on hand that 
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are representations of a single reveler. In most of 
these, the context is even more ambiguous. The ko- 
mast is nearly always nude except perhaps for a cloak 
folded like a large towel over the arms or shoulders. 
He wears a wreath (in a few cases, a flowered wreath) 
or a fillet, and, in single examples, sandals or high 
boots; though he often carries a walking staff, he sel- 
dom has a wine cup with him. In two paintings an 
aulos case hangs from the arm of the barbitos, and in 
two others, a large basket is similarly suspended.” 
Both these details, also seen elsewhere, strengthen the 
message that this is a komast taking part (or about to 
take part) in a celebration. In figure 6, a small pitcher, 
the bearded komast is evidently returning home from 
the party: he leans on his staff, carries his barbitos 
slung over his shoulder and held by the plektron cord 
and seems to walk with difficulty and with a somewhat 

glazed look in his eye. In figure 7 another komast has 
reached home—and is banging on the door with the 

butt of his staff, while a woman (his wife?) can be 

seen on the other side of the door, coming to open it 

with trepidation, fingers to lips. This scene contains a 

number of interesting details: the door itself, the roof 

tiles overhead, and the oil lamp in the woman's hand. 

In this painting, too, the barbitos is slung over the 

komast's shoulder and held by the plektron cord. 

In only a smail portion of the scenes of mortal 
komasts with the barbitos is there a group of partici- 
pants at a komos whose activities do not include danc- 
ing (or processing). Неге drinking is the principal 
occupation, and skyphoi and other drinking cups and 
pitchers are much in evidence. On Urbana, Ill. Kran- 
nert kylix 70-8-7 a komast lifts a large storage am- 
phora, and a young man on Cambridge, Harvard 
1959.188 is holding a very large column krater of the 
same sort that we sec in use on New York 06. 1021.188, 
where it sits on the floor while a young komast dips 
wine from it with a pitcher. The result of the drinking 
bout appears on Cleveland 24.197 (fig. 8): the komast 
leans on his staff, holding his kylix away from him, 
and vomits a stream of wine, while a boy stands by 
holding his barbitos.'* 

The women who appear among the morta! komasts 
are barbitos players (in one case, the player of a phor- 
minx; sec chap. 6). They are present in over a third 
of the examples wearing the customary feminine dress: 
the chiton, sometimes with himation over it, and usu- 
ally a sakkos (a cloth hat) over the hair (though some 
have fillets or wreaths). The music is made not only 
by the barbitos and phorminx (Cambridge, Harvard 
1959.188) but also by the aulos (New York 06. 
1021.188, where two sets of aulos cases are also shown 
hanging on the wall). The komast facing the male аш 
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lete оп this New York kylix has his mouth open, sing- 
ing. as does the man on Athens Acropolis 20, who 
stands next to a barbitos (on the wall?) holding his 
arm languidly behind his head. 

For a discussion of the special kind of komos as- 
sociated with the poet Anakreon, in which the partic- 
ipants dress in women's clothing, see below. 


The Barbitos at Symposia 


Alcaeus’ identification of the barbitos with Dionysiac 
festivity (discussed in chap. 2) continues to be main- 
tained in the literature of the fifth century. Here the 
instrument is repeatedly associated with drinking par- 
ties where the guests, reclining on couches, were en- 
tertained and entertained themselves with music—a 
role that is clearly borne out in the large number of 
Attic vase paintings showing the instrument in the 
hands of a reveler playing for his drinking companions. 
Critias, for example, in describing Anakreon. links the 
poet and his barbitos to dancing, drinking, and playing 
the kottabos game (in which the contestants aimed the 
dregs of their wine cups at a target poised over a small 
metal basin): 


Teos sent to Greece sweet Anakreon, 

Contriver of songs with tunes such as women 
like, 

A provoker of symposia, a cozener of women, 

A rival for the aulos, fond of the barbitos, 
sweet releaser of cares. 

Never will affection for you grow old or die, 

As long as the boy carries water mixed with wine 

In cups, handling the before-dinner drinks 
nimbly, 

And the female dancers tend the all-night rites, 

And the disk, Daughter of Bronze, sits upon the 
lofty tops 

Of the kottabos, ready for the drops of wine.’ 
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Euripides. who provides the only two 

; у references t 
the barbitos in fifth-century tragedy, places the нин 
Ment in contexts that clearly reveal the special rela- 
tionship of the barbitos to Dionysiac revelry. In his 


satyr play. the Сусіору, Euripides describes how Si- 
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lenus, captive of Polyphemus, hears his fellow satyrs 
(the mythical attendants of Dionysos) returning from 
pasturing the Cyclops’ sheep; Silenus says that the 
racket reminds him of bygone days (before their un- 
fortunate capture by Polyphemus) when they all took 
part in a special dance in honor of Dionysos called the 
sikinnis, which he says was done to the "songs of bar- 
био.” 

The special associations of the barbitos are also 
evident in a passage from Euripides’ Alcestis in which 
Admetus declares to his wife how much he will miss 
her after she saves his life by dying in his stead. This 
is what he promises to give up as a sign of mourning: 


I will put an end to revelry and to gatherings of 
fellow-drinkers, 

And to the garland and to the music which used 
to occupy my house. 

Never again would І touch my barbitos, 

Nor raise up my spirits to sing to the Libyan 
aulos.” 
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Although a learned commentator оп the play main- 
tains that the word barbitos is here used for “ ‘lyre’ in 
general," the overwhelming evidence of the vase paint- 
ings and of other literary passages compels us to con- 
clude that Admetus is not talking about “lyre-playing” 
in general. Rather, he is promising to give up symposia 
by saying that he intends to put aside those particular 
instruments (the barbitos and aulos) whose special 
function was to accompany singing, dancing, and other 
revelry." 

A further instance of the connection between the 
barbitos and symposia is provided by a short fragment 
from Pindar in which reference is made to playing the 
barbitos (barbitizein) to calm one's spirit at a drinking 
party. Although again a commentator speculates that 
the reference is to stringed instruments in general, Pin- 
dar's choice of this rare verb and the abundant evi- 
dence for the Special use of the instrument in the 
context of Dionysiac revelry suggest that here too we 
should Pay attention to the specific connotations of the 
poet's words." 

The symposia represented in the vase paintings fre- 
quently include someone playing the barbitos. Unlike 
the ordinary chelys-lyra, which often hangs on the wall 
in such scenes, the barbitos is in most cases in the 
hands of a guest, as in figure 9. Here we see the game 
of kottabos being played (as it is in more than a quar- 
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ter of the symposium scenes with barbitos): the 
bearded man on the right lifts a kylix by one handle 
as he prepares to swing it around and flip the few drops 
of wine it still contains in the direction of the tall stand 
located between the two couches in an attempt to hit 
the small bronze plate at its top. The young man just 
to the left of the stand peers closely at it to see what 
has already been scored. On his left sits a young boy 
looking down at one of the dogs. His headdress ap- 
pears to be an imitation of rabbit ears, worn perhaps 
as part of an erotic initiation. 

The furniture in this painting is of the sort typically 
found in symposium scenes: couches with striped cush- 
ions and ornately carved legs, and low tables with 
Shelves or struts underneath (the tables are empty or 
hold only wine cups in almost all these paintings— 
dinner is over, and the food has been cleared away). 
Low footstools are often placed under the tables, and 
a large dinos supported by a tripod stands on the left 
on Munich 2410.” The guest’s boots may stand un- 
derneath the couch; on London E 68 a knobby staff 
With a crook at the end leans against the foot of a 
couch. There are often various objects hanging on the 
wall behind the couches, such as baskets, pitchers, 
lyres, wreaths, aulos cases, and drinking cups. 

A female aulos player in chiton and himation (and 
perhaps a sakkos) stands playing at the foot of a couch 
in six of our thirty symposium scenes." Other women 
Servants stand near the couches in two of the paintings, 
and on London E 68 a woman sits at the foot of one 
of the couches with a large kylix ready to offer to the 
guest. Women (hetairai) recline among the guests in 
three of the scenes, and two appear to include a 
woman holding a barbitos: on Paris F 216, a black- 
figured vase, the player has white-painted skin but 
does not seem to have female clothing or hair style 
and sits cross-legged; and on Berlin 4221 a person in 
female dress (but with the lower half of the face miss- 
ing) holds a barbitos by the arm in one hand and a 
Pair of krotala in the other. | 

A few symposium scenes include nude serving boys 
who stand between the couches with pitchers or run 
to serve the guests. On London E 68 (see above) a 
figure in a chiton, apparently a young man, holds a 
barbitos ready for the player (perhaps the woman 
Seated on the end of the couch, who is nearest him), 
and on London E 786 a satyr hands the instrument to 
One of the reclining bearded men. At a symposium the 
barbitos is ordinarily played by one of the reclining 
male guests, but on Bonn 1216, 33-38, the player is a 
Satyr who stands at the foot of a couch shared by two 
men, and on Ferrara 2812, T. 153, a bearded man in 
a himation (a guest?) stands at the foot of the couch, 
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the barbitos in his left hand and a skyphos in his right. 
Ahead of him is a woman playing the aulos for the 
reclining guest, who holds a small skyphos in one hand 
and a kylix raised to play kottabos in the other. On an 
оіпосһое once Paris Market (Mikas), a young man 
stands playing the barbitos at the foot of a couch on 
which a guest playing kottabos reclines. 


Eros and the Barbitos 


The barbitos was associated not only with Dionysos 
and with wine drinking but also with Eros and with 
erotic love. In a group of paintings of a winged Eros 
alone carrying or playing the barbitos, he is portrayed 
as a handsome youth and perhaps represents both pas- 
sionate love in the abstract and the object of the lover's 
affections in particular. A second group of paintings 
shows small Eros figures (sometimes more than one) 
in the company of women who play instruments; and 
there are a few representations in which a man ap- 
proaches a woman who plays the barbitos—or has one 
near her—scenes that suggest erotic intention, though 
no Eros is present. 

Eros as a winged youth with a barbitos hovers over 
an altar in two paintings by the Icarus Painter, Cam- 
bridge Fitz. С 150 and Berlin 2220, and although on 
Florence 4017 there is no altar, the flying Eros carries 
a phiale in his right hand as well as a barbitos in his 
left. Both these details suggest that the vases in ques- 
tion, and perhaps others in this group, may have been 
intended as offerings to ensure a happy outcome in 
some erotic venture. The Eros figures have long, curl- 
ing hair bound with a fillet and wear only a folded 
cloak around the shoulders, or nothing at all. The Eros 
on Gela 67 (fig. 10) has “winged” boots (endromides). 
The one on Boston 27.671, an East Greck chalcedony 
scaraboid (ca. 500 n.c., probably the earliest object in 
this group), carries a wreath in his left hand and has 
three sets of wings—on his heels and head, as well as 
his back—in spite of which he appears to be running, 
not flying as do the Eros figures on the ten vases in 
this group. The fcet of the Eros on Paris G 211 float 
about a foot above the ground (the dog walking ahead 
of him provides a frame of reference), and he scems 
to play for the benefit of the youth wrapped in a hima- 
tion who stands alone on the opposite side of the vase. 
Eros figures are also to be found who carry only the 
aulos, and in the interior of Copenhagen Chr. ҮШ 
875 there is an Eros who carries both barbitos ond 
aulos, . 

When Eros appears in the company of women, it 
is not he but a woman seated in a chair who plays the 
barbitos.2 These Eros figures are made thc size of 
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boys, and two of them may appear in the same scene.? 
All nine of the scenes of this sort at hand are found 
оа vases from the second half of the fifth century. Five 
of them are hydriai; the association of the paintings 
with the hydria (which, as we have shown elsewhere, 
was almost certainly used in wedding ceremonies) and 
the presence of Eros in the paintings themselves to- 
gether indicate that most of these scenes represent a 
bride and her attendants. The bride, who is seated in 
the center with the others facing her, is in the majority 
of cases the one who plays the barbitos (fig. 11).* In 
two of the paintings a crane, a large, heron-like bird— 
a symbol of honor and watchful protection—stands 
just in front of the bride facing away from her. Inscrip- 
tions on two vases allow us to know some of the 
women's names: Eudora and Kallipp(e) on one, Kleo- 
phonis (the bride), Kleodoxa (the barbitos player), 
-Euphemia, Kleodike, and Phanodike on the other. On 
the latter vase the alter ego of Eros, Himeros (*'De- 
sire"), is also identified by inscription.” These bridal 
scenes contain from three to eight women, the larger 
number in scenes that go all the way around a vase. 
The attendants may carry boxes, a mirror, a fillet, a 
scroll, or a musical instrument: lyra, aulos, or phor- 
minx (discussed in chap. 6), which appears only on 
Würzburg 521. In addition to the chair (klismos) on 
which the bride sits, the room often contains other 
domestic furniture in the form of one or more chests 
and stools. 

Two paintings in which an Eros and a seated 
woman with a barbitos appear also include a standing 
young man wearing a himation. One of these, Kassel 
435, seems to be a courtship scene (the Eros stands 
before the young woman as though arguing the young 
man’s case with her). The other painting, on Athens 
1263, appears to be a farewell scene: a young man 
with a spear taking leave of his mother (seated with 
the barbitos) and wife (standing, tumed-away, behind 
the seated woman). An Eros clings to the young man 
as though begging him to stay. 

A red-figured kylix from about 500-490 в.с. and 
two reliefs from Melos show us a man and a woman 
alone (no Eros) in poses that suggest erotic intent. On 
the kylix, London E 44 (fig. 12), a woman loosens the 
girdle of her chiton while looking down at the man 
seated on a diphros who reaches out to her while still 
holding his staff: the barbitos lies discarded behind the 
woman. On terra-cotta reliefs Athens 1588 and Lon- 
don 622 from Melos it is the woman, dressed in chiton 
and himation, who is seated on a stool. She plays the 

tos, but the man standing before her reaches out 


and grasps the arm of the instrument as tho 
кыск! ugh to take 


THE BARBITOS IN CLASSICAL ATHENS 


Certainly all these examples make it clear that the 
barbitos was an instrument associated with love, to be 
played for a lover, perhaps, or to be played while 
thinking of him, or awaiting his arrival, or making an 
offering to Eros to ensure the happy outcome of the 
meeting. If the barbitos was understood to have an 
erotic significance, the meaning of various portrayals 
of a young man with a barbitos becomes clear. The 
young men on Florence 3920 and Boston 13.194, both 
"kalos" vases (with the inscription HO PAIS KALOS, 
"the youth is handsome,” or just KALOS), are not to 
be thought of as komasts but as representations of the 
beloved. The pose of the young man on Boston 
13.194, who sits on one heel while he plays, is similar 
to that of the young men on three late sixth-century 
or early fifth-century scarabs probably from the East- 
егп islands or the Eastern mainland, who are shown 
tuning or playing the barbitos.” The young man walk- 
ing alone on Frankfurt 409 has no kalos inscription; 
but the other side of the vase depicts a bearded man, 
like the young man nude except for a folded chlamys 
around his shoulders, walking to the left—that is, he 
and the young man on the other side face each other.? 


Performers, Costumes, and Occasions 
Anakreon 


Ironically, the player with whom the barbitos is most 
closely associated, Anakreon, cannot now be con- 
nected with the instrument through his own poetry, of 
Which we have only scanty remains. The evidence of 
the vase paintings (see below) and the association of 
the instrument with Anakreon in fifth-century (as well 
as later) Greek literature lead us to conclude, how- 
ever, that the barbitos owed much of its popularity in 
Athens to the influence of this long-lived poet. 
Anakreon left his birthplace (Ionia) to help found 
à colony in Thrace; from there he went to the island 
of Samos in the Aegean to serve as the music teacher 
for the son of the tyrant Polykrates. Finally he was 
Summoned to Athens by Hipparchos, the younger 
brother of the tyrant Hippias. The two brothers, eager 
to carry on the program of cultural improvements be- 
gun by their father, Peisistratos, invited not only Ana- 
kreon but other poets and artists as well to join the 
Peisistratid court in Athens. There Anakreon re- 
mained (except for a period spent in-Thessaly) until 
his death at a ripe old age, perhaps as late as 485. AS 
we have already noted, Anakreon was identified with 
the barbitos both in fifth-century sources (such as Cri- 
tias) as well as in later authors such as Athenaeus, WhO 
labels the poet as the instrument's “inventor.” In ad- 
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dition, an epitaph written probably by a fifth-century 
contemporary (Simonides) speaks of Anakreon as an 
immortal singer who continues to sing song sweet as 
honey and to play the barbitos even in Hades. 

The role of the barbitos as the drinking man's lyre 
is further played out in the collection of sixty drinking 
songs known as the Anacreontea. The dates of the 
poems in the collection are generally uncertain and 
seem to vary considerably, so it is impossible to draw 
any conclusions from them concerning the use of the 
barbitos in the fifth century. The most that can be said 
is that they maintain the already established tradition 
connecting Anakreon, the barbitos, and drinking par- 
ties, and that they continue to portray the barbitos as 
the chief stringed instrument used for the accompa- 
niment of Dionysiac dance and revelry.” 


“Anakreon” in the Vase Paintings 


The figures on one group of vases represent, according 
to Beazley, "Anakreon and his boon companions," the 
barbitos player being Anakreon himself.” The partic- 
ipants in figure 13 and related scenes are komasts 
dressed in clothing generally associated with women 
(long chiton with a kolpos—a deep overlap—at the 
waist, and sakkos, a cloth hat covering the hair) and/ 
or barbarians (earrings). Some of them carry parasols, 
while others may have the customary wine cups in 
their hands. Beazley points out that they have mous- 
taches as well as beards (that is, the beards are not 
false) and that there is never any outline of a female 
breast; these are clearly men who wear such clothing 
for a particular occasion. 

Three vases have been found on which a player of 
the barbitos is actually identified by inscription as An- 
akreon.?! All three of these, unfortunately, are either 
badly worn or fragmentary, and on London E 18 the 
Anakreon figure wears only the komast's ordinary at- 
tire, a wreath and himation. But on Syracuse 26967 
he wears a chiton as well, and both a mitra (a cloth 
headband) and a wreath. On Copenhagen 13365 (fig. 
14), on which the name is written on the arm of the 
barbitos instead of in the field, the player also wears 
chiton and himation. Most of the painting is missing, 
but the fragments together indicate that it consisted of 
а group of men in similar costumes, wearing shoes and 
long, turban-like sakkoi wrapped neatly around ће 
head—another of the several unusual kinds of head- 
gear found in the larger group of “Anakreon” paint- 
ings. . 
As we have shown elsewhere, in Aristophanes 
Thesmophoriazusae the poet Agathon is represented 
as wearing a costume that he himself associates with 
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the garb of lonian poets such as Anakreon and Al- 
cacus—a costume that includes items of customary fe- 
male clothing: a krokotos (saffron-colored robe), 
strophion (waistband), and both kekryphalos (= sak- 
kos) and mitra.” Aristophanes’ play concerns the cel- 
ebration of a festival (the Thesmophoria) that is 
restricted to women participants. We meet Agathon 
as he is being accosted by the character Euripides, who 
wants Agathon to go to the festival disguised as a 
woman so that he can infiltrate the proceedings and 
defend Euripides’ reputation. The reason that Aga- 
thon has been picked as the first candidate for the 
mission is his effeminate appearance, which is de- 
scribed in some detail in the play. 

W. J. Slater has offered evidence to show that it 
was not uncommon in Greek society for men to dress 
as women (or women as men) for cult or ritual pur- 
poses; that such customs are associated with Dionysos 
and with komastic practices; and that both the vase 
paintings and Anakreon's description of Artemon link 
the poet and his friends with such practices.? It would 
be interesting to know whether their costume is part 
of a cult observance, as Slater suggests, or of a festival 
such as the Oschophoria (at which young men dressed 
in female clothing) or the Skirophoria, a festival ap- 
parently related to the Thesmophoria at which one of 
the observances may have been the carrying of a large 
sunshade.» It is of course not surprising to find Ana- 
kreon, the poet of drinking songs, at a komos; the 
question is, how did he come to be associated with 
this special komos? Since the costume is associated 
with the Ionian poets, we may speculate that the prac- 
tices relating to it were brought to Athens from Ionia, 
perhaps by Anakreon himself. 

In all but two of the fifteen unlabeled “Anakreon” 
representations presently available the figure is 
dressed in a fairly complete version of the costume 
described above. In seven of these, the barbitos 
player appears alone, though there may be a related 
figure on the reverse side of the vase: on the reverse 
of Paris G 220, for instance, there is a similarly 
dressed bearded figure wearing a pleated sakkos and ` 
carrying a parasol.** 

Three of the scenes show “Anakreon” with com- 
panions who carry parasols or wine cups. In figure 13, 
one of the two companions holds a kylix while the 
other has both a parasol and a pair of krotala; both 
the barbitos player and the man on his left wear ear- 
tings.” A fourth vase, New York 41.162.13. one of 
only two black-figured "Anakreon" vases, has three 
bearded men, each of whom plays a barbitos. They 
are accompanied by small figures with skin painted 
white (young boys?), and both the men and the chil- 


dren (7) wear long turbans or turban-like sakkoi. On 
two other red-figured vases, a single barbitos player is 
accompanied by one or two women who play the kro- 
tala. ^ 

The headgear worn by these peculiarly dressed ko- 
masts is amazingly varied. Most of them wear a sak- 
kos. but there are at least six different kinds. from a 
simple soft cloth cap over the hair (as in fig. 13) to an 
elaborately folded type with a topknot of hair drawn 
through to show at the back." Only (мо of the “Ana- 
kreon" figures (on Paris G 220 and Syracuse 26967) 
wear the mitra, a headband of folded cloth similar to 
(but not the same as) the more customary fillet, but it 
is also worn by two of the "companions" on Madrid 
11009." 


Other Poets 


Besides Anakreon, two other fifth-century lyric poets 
are Specifically linked with the barbitos, Bacchylides 
and his uncle, Simonides of Ccos (one of the Cyclades 
islands in the Acgean). Bacchylides, a highly regarded 
contemporary of the great Pindar, begins one of his 
poems with an address to the instrument: 


O burbitos, hang no longer on your peg 
Nor check your clear, seven-stringed voice; 
Come hither into my hands!" 


'Q Ваорите, uixéri xáogoAov фофо[ошь 
Exrdtovor дутой» xáxxave удри“ 
дебо" és бийс боа 


Like Pindar, he seems to be recalling the scene in the 
Odyssey where Demodokos' instrument is taken down 
off its peg. but Bacchylides here and in one other 
poem labels his own particular instrument as the bar- 
bitos, a name never even mentioned in the extant 
works of Pindar.* Is this merely a poetic conceit in 
imitation of his famous predecessors, Sappho and Al- 
caeus, with whom the instrument was closely asso- 
ciated. or did Bacchylides in fact accompany his own 
Singing with the music of the barbitos? Since we un- 
fortunately have no vase paintings in which Bacchy- 
lides is depicted together with his lyre (as we do in the 
case of Sappho and Alcacus), we cannot be certain of 
the answer, but the comparative rarity of the word 
barbitos (vis-à-vis (уға or phorminx), as well as its for- 
eign — Suggest that the poet is at least not 
— Ну кр the name barbitos to stand (ог music їп 

Bacchylides" uncle. Simonides of Ceos (са. S56- 
468 e c. is also associated with the barbitos, although 


the instrument is not mentioned in any of the extant 
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fragments of Simonides" poems. Nevertheless Theo- 
kritos. writing in the third century B.C., refers to Si- 
monides as the divine bard (aoidos) of Ceos, who with 
the accompaniment of his "many-stringed" barbitos. 
sang the praises of kings. who, despite their great 
wealth. would otherwise have gone unremembered by 
posterity.“ Since both Simonides and Bacchylides 
were from Ceos and both are connected in some way 
with the barbitos, we may be correct in supposing that 
the instrument enjoyed a popularity on the island that 
led to its use for the accompaniment of victory odes, 
епсотіа. and other types of songs (besides mere 
drinking songs) of the sort composed by the two Cean 
poets. Greece, after all, in antiquity as today. is 
formed of islands and villages of strong local customs 
and regional preferences. so that the use of the bar- 
bitos in Athens (from which the bulk of the evidence 
comes) may not necessarily correspond exactly to its 
use elsewhere in the Greek world. 

In addition to the Anakreon portraits already dis- 
cussed, the vase paintings depict the barbitos as the 
instrument of other poets as well. There are three por- 
traits of Sappho as a player of the barbitos, all three 
of them bearing inscriptions that identify her. The ear- 
liest vase, Warsaw 142333, dates from about 500 в.с. 
and is decorated with a combination of incised lines 
and white paint ("Six's technique," used for face, 
arms, and feet. and the sling and plektron cord of the 
barbitos). Though the work is rather clumsy and care- 
less, the name, spelled rsAPHo, is clearly inscribed. A 
vase, famous for its portrait of both Sappho and Al- 
caeus, is Munich 2416 (fig. 15), a painting from the 
first quarter of the fifth century in which both poets 
appear as players of the barbitos. The inscriptions AL- 
KAIOS, SAPHO (sic) are clear, but the poets wear fifth- 
century Athenian dress: Sappho the chiton and hima- 
tion, with a decorated fillet about her head; and Al- 
саеиѕ a chiton and chlamys, with a mitra, a pleated 
band of cloth, about his head. Sappho appears alone 
again in the third portrait, the work of the Tithonos 
Painter from about 480 p.c., in which she is similarly 
dressed but wears a sakkos in place of the fillet; an 
aulos bag dangles from the arm of her barbitos.** 


The Muses 


Paintings of the Muses in which the barbitos appears 
(along with such other instruments as the lyra, aulos, 
and krotala) also emphasize its association with po- 
€try. On Paris Petit Palais 308 (fig. 16) it is played by 
— d —— Who is seated in the center; her 

M inscribed, as are the names of two of the four 
* in the scene, Terpsichore and Thalia (the 
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latter holds a lyra). On two other vases the Muses are 
identified not by inscriptions but by the scene itself— 
they appear with the mythical poet/musician Thamy- 
Tas in settings that indicate a precinct sacred to the 
Muses with trees, altar, and small female statuettes.“ 
The ten women musicians, one with the barbitos, five 
with lyrai, and four with auloi, on Bologna 271, must 
also be Muses, although there is nothing else to iden- 
tify them; and two scenes in which there are five 
women with either three or four instruments, including 
а barbitos, probably also represent Muses.** 


The Barbitos at Home 


There is some evidence that both men and women 
might while away time at home by making music with 
the barbitos. It is the barbitos, according to two vase 
Paintings, that was in Aegisthos' hands when Orestes 
caught him unawares in a moment of relaxation and 
murdered him; see figure 17.” It may also be because 
the barbitos can represent quiet, personal entertain- 
ment and leisure that we see it in the hands of the 
bearded man on a tall grave stele dating from about 
460 B.c. found in western Greece (Athens 735); here, 
in a context where the lyra is more commonly scen, it 
May symbolize either the happy pursuits of Elysium 
or the convivial nature of the soul who has gone to 
enjoy them. 

But most of the glimpses of the barbitos at home 
involve women. The paintings of this sort that have 
been found resemble the bridal scenes discussed 
above, except that they have no Eros figures. (In a 
way, the bridal scenes also show the barbitos as an 
instrument for leisure-time music making.) Since the 
scenes without an Eros present only a few women 
(usually three, but in a few cases two or four) and 
seldom more than one or two instruments, it is un- 
likely that the women are Muses; this is also more or 
less ruled out by the obvious indoor locations, estab- 
lished by furniture, columns, and objects hanging on 
the wall. . 

The barbitos player, in all nine of the paintings of 
this type at hand, is seated, usually in the center of 
the group: on Bologna 271 where there are only two 
women, the one seated on the right has no instrument, 
but she reaches out to take the barbitos from the 
woman standing before her, who holds it at her side. 
Though no instrument other than the barbitos is ac- 
tually played in these scenes, one of the other pu 
Often holds a lyra or pair of auloi, and on Paris G 543 
а pair of krotala hangs on the wall.” Four of the ape 
ings appear on red-figured hydriai of the second и 
of the century; because the hydria is often associate: 


with weddings, it seems possible that these, too, are 
bridal scenes, even though no Eros figure is included; 
see figure 18. On another of them, Munich 6452, a 
crane stands before the seated woman with the bar- 
bitos, just as in two of the “bridal” paintings (see 
above). 


Music Lessons with the Barbitos 


The barbitos appears in a music-lesson context only 
twice among all the representations now at hand. In 
both cases it is the instructor who has the instrument; 
on Schwerin KG 707 the student facing him has no 
instrument and is presumably being taught to sing; on 
London E 171 the student plays the auloi and it is the 
instructor who sings (four small o's issue from his 
mouth) while accompanying himself on the barbitos. 
Both scenes include other students and instruments 
(lyrai, auloi) as well as other accoutrements (walking 
staves, aulos cases, and so on) and animals (dogs and, 
on London E 171, what appears to be a small leopard); 
On the latter vase a small child (7) sits on the floor 
behind the principal student. 

Our examples show the barbitos only as an assist- 
ing instrument, used for lessons in singing and aulos 
playing, but it is clear that youngsters did play the 
barbitos: on London E 527 a small boy, accompanied 
by a bird and a dog with a chous tied around its neck, 
walks along playing a barbitos scaled to his size, and 
on New York 22.139.32 a youth with his dog behind 
him plays the instrument while a younger boy holds 
his staff.*? It seems likely that one did not need special 
lessons in barbitos playing—the lessons with the 
chelys-lyra may have been sufficient for playing either 
instrument, since the techniques employed seem to 
have been the same in most respects, as will be shown 
below. 

The role of the barbitos is well summed up in the 
fourth century in Aristotle's list of musical instruments 
that are not acceptable for educational purposes. The 
chief objection to the barbitos is that it is designed to 
give pleasure (not education), says Aristotle, to those 
who hear its music.? This instrument, perhaps more 
than any other, was firmly linked in the Greck mind 
with the pleasurable combination of wine and song. 


‘Technique of Performance 


What little is said in Greek literature about the tech- 
nique of playing the instrument is found only in late 
sources such as Julius Pollux (2d century A.D.) and the 
Anacreontea. Pollux lists the lyra, kithara, and bar- 
bitos as instruments that are "struck" (organa ta 
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krouomena), presumably with the plektron." Al- 
though the plektron is not mentioned in connection 
with the barbitos in sixth- or fifth-century works, the 
author of Anacreontea 60.5 speaks of playing his bar- 
bitos with an ivory plektron. and the instrument as it 
is shown being played in the vase paintings is depicted 
with a plektron. 

About three quarters of our barbitos players walk 
or stand (or, in the case of Eros, fly) while they play 
the instrument; a few of them are dancing. The high 
percentage of komos scenes, in which there are rarely 
any seated participants. helps to account for this, of 
course. Very few male barbitos players are seated 
while they play; men recline on couches while they 
play at a symposium, as we have seen, but aside from 
Aegisthos and the two music instructors mentioned 
above, the only male players who аге seated are an 
Eros on a vase in Fiesole, three representations of 
youths who sit on their heels to play or tune, and a 
single painting of Heracles tuning his barbitos while 
scated on a stool (see n. 8). Women, on the other 
hand, who comprise almost one-fifth of the barbitos 
players studied, are seated in chairs in nearly half the 
scenes where they appear. including all but one of the 
“bridal” scenes and groups of women “at home,” as 
well as two representations of the Muses.?* 

In most situations the players bold the barbitos 
with the soundbox tucked between forearm and side 
at waist level, and with the strings tipped away from 
the body at an angle of about 45° from the vertical, 
just as they do the chelys-lyra. But in many komos 
scenes, especially if the player appears to be dancing, 
the instrument is tipped out further, 60°-90° from the 
vertical; reclining symposiasts may also do this (the 
player's upper body the equivalent of the vertical in 
this case). 

Since the positions of both right and left hands seen 
in paintings of barbitos players so closely resemble 
those in paintings of players of the lyra (analyzed in 
detail in chap. 4) in most respects. the hand positions 
of barbitos players need only be summarized here, 

` with attention to some unusual examples. 

Nearly a third of the one hundred fifty available 
representations in which the left hand is visible, in- 
cluding most of the black-figured vases, show us the 
player's left hand just above the soundbox, fingers 
straight and usually separated, as in figure 18.5 Some- 
times the thumb is bent across the palm to some ex- 
tent, as if plucking one of the strings. One Suspects 
that in practice the player's fingers curved toward the 
strings in order to damp them with the fingertips." A 
still larger group (two-fifths of the total) offers what 

, 55 perhaps merely а more sophisticated portrayal of 
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this position, with the wrist rotated to some degree 


‘toward the outer arm of the instrument, which would 


allow the thumb greater freedom of movement, see 
figures 4, 13, and 15. The fingers are ordinarily sep- 
arated, rather straight but bent over from the palm 
somewhat to touch the strings, so that they angle to- 
ward the outer arm instead of standing parallel to the 
strings. 

In another fifth of the examples at hand the left- 
hand fingers are curled over so that the nails show 
(though the painters do not ordinarily indicate them); 
see figure 3. In all but a few of these, surprisingly 
enough, the instrument is being played—this is not a 
matter of grasping the strings to secure the instrument 
while doing something else. Sometimes the thumb and 
index finger seem to be used together to pluck a string; 
sometimes the thumb is straight and held away from 
the palm, as though to be used alone.* On Berlin 2532 
the satyr's thumb and little finger stick out as though 
they are being used to pluck two strings at once. In 
some cases the player holds the little finger alone out 
straight, as does the satyr on Munich 2311; but this is 
only a mannerism, it would seem, like holding a teacup 
with little finger extended. 

Other left-hand positions occur in only a few in- 
stances. The index finger may be curved to meet the 
thumb, while the other fingers are straight or only 
slightly bent; or the thumb and first finger (or first and 
second fingers) may be straight and separated, while 
the other fingers are curled, as in figure 9.7” There are 
also a few examples in which the wrist is rotated so as 
to turn the palm somewhat toward the player instead 
of away from him, which might be favorable for using 
the thumb and little finger to pluck two strings simul- 
taneously.” 

The barbitos player grasps the plektron in his right 
hand just as the player of the chelys-lyra does, and as 
was the case with lyra representations, the player ex- 
tends his arm so that the hand with the plektron is 
beyond the outer arm of the instrument (as though 
finishing an outward sweep) in more than half the rep- 
Tesentations in which the right hand can be seen; see 
figures 3, 15 (Alcaeus), and 18. Although the per- 
former sometimes is shown holding the plektron down 
at his side, drawn back at his waist, in his lap, or in 
some other position that makes it difficult to tell if he 
is really playing. or—if he is—how he might be using 
the plektron, in about a third of the clear examples 
the right hand holds the plektron near the chest or on 
Or near the strings: these are the items of particular 


interest for investigating the question of how the plek- 
tron is used. 
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As figures 2 and 4 show, when the plektron is held 
So that its point is toward the player, it may be close 
to the player's chest or near the innermost string; but 
this hand position is rarely seen when the plektron is 
On or past the strings.*' There seems little doubt that 
it represents the beginning of a stroke. 

When the right hand is between the player's body 
and the strings (even with the inner arm, for example) 
with the plektron turned outward or when the plek- 
tron is directly in front of, or just past, the strings, 
however, the situation is not always so obvious. In a 
small number of the clearly visible right-hand exam- 
ples, the possibility exists that an inward stroke is por- 
trayed. There are eight vases that could be interpreted 
as representing the end of such a stroke: see figure 
19.* ]t may be, of course, that what is shown is the 
moment before the beginning of an outward stroke, 
just before the performer turns the plektron head back 
ready to begin. Fourteen paintings might be inter- 
preted as showing an inward sweep in progress, 
though an outward sweep, using only the motion of 
the wrist (rather than of the forearm) and perhaps 
touching only some of the strings, would certainly look 
at the end of the stroke much like what we see in these 
examples—plektron turned out and seen at the outer- 
Most string or just beyond.9 In some cases there ap- 
pears to be a perspective problem: the right forearm 
Seems to be held close to the player's right side, while 
the barbitos is held close against his left side; the plek- 
tron may therefore not touch the strings at all but sim- 
ply be in the process of being returned to the point 
close to the player's chest where the next outward 
stroke will begin.“ 

The stroke of the plektron seems normally to touch 
the strings at a point between the top of the soundbox 
and the left-hand fingertips. The strings are struck at 
a higher point than this in only about ten instances, 
including two representations on scarabs that may be 
intended to show the player tuning (see below). The 
plektron hand is at the center below the soundbox or 
below the top of the lower string fastener in five paint- 
ings of the barbitos; in two or three others, the plek- 
tron might be thought to touch the strings between the 
bridge and lower string fastener (as discussed in chap. 
3), except that a fold of the player’s chiton falls be- 
tween plektron and strings.“ 


Tuning 


The method of tuning the barbitos was the same as 
for the lyra, with the left hand in playing position to 
test the pitch by plucking the strings and the right hand 
at the crossbar to adjust the individual kollopes. Six 
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vase paintings and a scarab illustrate the procedure, 
but only three of the paintings are careful or complete 
enough to show how all the right-hand fingers are 
used. These three, however, indicate that although 
all the fingers may be curved around the crossbar, the 
second and third, or third and little fingers, may be 
allowed to stand out straight; apparently only the 
thumb and index finger are really needed to turn a 
kollops. 


Singers to the Barbitos 


Barbitos players who sing as they play are not rare at 
all—of about 175 clearly visible performers, 22 are 
certainly singing and another 14 probably are—a sub- 
stantially higher percentage than among lyra or kith- 
ara players. The players in both groups are mostly 
komasts (including a number of “Anakreon” figures), 
symposiasts, or satyrs; and only three of them are 
women. 

Five of those who are undoubtedly singing can be 
identified in part because the painters have shown let- 
ters issuing from their mouths. The "Anakreon" in 
figure 13 and the music teacher in London E 171 each 
have a series of four o's coming from their mouths; 
the komast on Erlangen 454 sings, “I am revelling to 
the aulos,” eu xo[na]tov unav[Aov], possibly the 
opening words of a drinking song. On Paris G 30 the 
symposiast sings MAMEKATOTEO (the opening of 
a poem?), and on Boston 10.193 the letters the reveler 
sings are ХГАМІОМІЕМ (the meaning, if any, un- 
known). All twenty-two of those who are clearly sing- 
ing (except the player on Paris G 30, above) have their 
mouths open and their heads thrown back or at least 
raised somewhat. In the additional group of fourteen 
who are probably also singing, several factors prevent 
our being sure: the figure may be indistinct, the mouth 
may be only slightly open, or the head may be bent 
down; in a few cases, such as figure 19, the head is 
thrown back, and we would say that the player is sing- 
ing but for the fact that the lips are closed. 


The Sound of the Barbitos 


While the literary references contain very little infor- 
mation about the tuning of the barbitos or about its 
construction, a scholiast on Euripides’ Alcestis does 
offer one bit of useful information: in commenting 
upon Admetus' promise to forsake the barbitos. he 
explains that “the barbitos is a type of musical instru- 
ment, having strings of a rather low pitch; it is as if 
the name were barymitos (*low-stringed")."* This (ob- 
viously false) etymology confirms what can be con- 
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jectured from the relatively great length of the instru- 
ment’s strings (as compared to the ordinary chelys- 
lyra). namely, that if the tension and thickness are 
roughly the same as in the case of the chelys-lyra, the 
pitch of the barbitos will be distinctly lower than the 
pitch of an ordinary lyra as a result of the extra length 
of the strings. 

It might be assumed that the epithets applied to 
the barbitos in fifth-century literature would reveal 
some of the instrument's other characteristics, but 
these epithets appear to be conventional adjectives 
borrowed from the Homeric tradition and used more 
for their poetic effects than for their descriptive qual- 
ities. In the fifth century. Bacchylides, for example, 
speaks of his instrument's “clear voice" (liguran . . . 
garyn) and elsewhere describes the barbitos as "'clear- 
sounding" (liguachea).* Both descriptions simply 
echo the Homeric cpithet for the phorminx, ligus 
("bright-sounding"'; see chap. 1). 

About all we can conclude from the literary ref- 
erences, then, is that the barbitos was probably a sort 

- of tenor lyre, that it was played with the plektron, and 
that its sound could reasonably be described with the 
traditional Homeric epithets implying a bright, clear 
timbre. 


Construction of the Barbitos 


The barbitos is depicted as a seven-stringed instrument 
in fewer than half our representations with visible 
strings, a smaller number than we might expect (see 
figs. 2, 4, 12, 17, 19, and 21). If all the examples in 
which there is any doubt as to the number arc wceded 
Out (a procedure that favors the larger, better-exe- 
cuted works), we find that about half the instruments 
have seven strings; a slightly smaller number have five 
ог six; and only а few have eight.” Instruments with 
five, six. or eight strings (see figs. 5, 6, and 20. five 
strings; figs. 3, 7, and 13, six strings; figs. 15 [Sappho] 
and 18, eight strings) appear more often on the larger, 
better-painted vases than on the smaller pots; seven- 
stringed barbitoi are more often found on the smaller 
vases. The seven-stringed instruments do not actually 
outnumber all the others together at any time between 
530 and 420 s.c. except for the quarter century 500- 
375 B.C., when an especially large number of them 
appear in the komos and Symposium scenes painted 
on drinking cups. When all these factors are consid- 
cred. the possibility that the barbitos was sometimes 
Strung with five or six strings must at least be enter- 
tained. Such instruments аге well represented both 
early and late, the number gradually increasing be- 
tween 530 and 450 s.c... and carefully Painted ones are 
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plentiful enough to make them hard to dismiss as 
painters' mistakes. 

The size and proportions of the barbitos, as pre- 
sented by the painters, vary a good bit, but a standard 
size and shape can be discerned. In about half the 
instruments surveyed, the height is approximately 
twice the width between the arms at the widest point; 
another third are narrower, the width being as little as 
one-third of the height; the remaining ones are wider, 
as much as two-thirds of the height (though photo- 
graphic distortion may make some measurements un- 
reliable). The barbitos in figure 20 is a clear example 
(the only decoration on this side of the vase) of normal 
proportions: the arms twice as wide as the soundbox, 
the height 24 times the width of the arms. As for size, 
the width between the arms is about the same as the 
length of the player's forearm, elbow to second 
knuckle, in nearly half the sample, and the height is 
twice this measure in over one-third of the examples. 

The long arms, which diverge above the soundbox 
and curve inward under the crossbar, are the single 
most important identifying characteristic of the bar- 
bitos. Some of the vases painted in the late sixth cen- 
tury (mostly black-figured), however, offer examples 
of the barbitos that differ from this standard in one of 
two ways: the arms may have an undulating shape; or 
they turn back on themselves at the top to form a loop 
over which, or into which, the crossbar passes. 

Four black-figured vases decorated between 520 
and 500 s.c. present versions of the barbitos that have 
arms of a "wavy" outline. The most astonishing of 
these is the plate painted by Psiax, figure 21, which is 
sometimes considered to be the earliest of the “Апа- 
kreon" representations. Similar barbitoi on the other 
three vases have a less extravagant shape. with only 
one indentation about a third of the way down from 
the top.” 

In figure 21, the arms have not only an undulating 
outline but are also curved out and down at the top. 
just under the crossbar. However, it appears that in- 
Struments were not normally depicted with both these 
features; of the instruments depicted around the shoul- 
der of Paris F 314 (see n. 69). five have arms with the 
extra curves that do not turn out and downward at the 
Crossbar, while at least three have arms without extra 
Curves that do, however, turn over at the top. Figure 
1 апа Paris F 216 are other black-figured vases that 
Provide evidence for the latter type (in fig. 1 the arms 
are barbitos-length but neither undulating nor of stan- 
dard shape). Two relatively early red-figured vases 
show us similar instruments in which the outward 
curve under the crossbar becomes a loop (that is. the 
arm is bent around to touch itself ). somewhat resem- 
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bling a swan's head on New York 41.162.6; on Würz- 
burg 4937 the loops are realistic swan's heads, 
complete with eyes.” The fitting sometimes seen just 
under the crossbar on the "standard" fifth-century 
barbitos (fig. 15) may be a reminiscence of this. 

The existence of these two unusual varieties of bar- 
bitoi suggests that in the late sixth century the barbitos 
was indeed a newcomer to mainland Greece and that 
it was still viewed (and perhaps deliberately repre- 
sented by the painters) as a “foreign” instrument. 

The arms of these unusual barbitoi as well as those 
of the standard shape were probably made of wood in 
the late sixth and fifth centuries, though the instru- 
‚ ments with unusually curvaceous arms certainly sug- 
gest that at one time, at least, such instruments had 
arms made from elegantly curved antelope horns.” On 
four vases, instruments of standard shape have lines 
across the arms in approximately the area where they 
begin to curve inward, which may indicate some kind 
of reinforcement at this point but may also mean that 
the arms are made in sections fastened together.” 

The upper ends of the arms of the standard bar- 
bitos (as seen in fig. 20) turn toward each other be- 
neath the fitting for the crossbar, leaving a space for 
the strings to pass through that sometimes seems quite 
wide (as in Cambridge, Harvard 1959.125) and some- 
times rather narrow (fig. 20). The arms themselves, 
in a few instances, appear to be narrowly set and 
straighter than usual.” This situation may arise from 
painters’ efforts to present the instrument as seen from 
an angle rather than as seen from front or back. The 
remarkable painting on Brussels A 3091 (fig. 22), in 
which both arms of the barbitos appear to curve in the 
same direction, makes it clear that painters did at- 
tempt this. More important, it also confirms that the 
arms of the barbitos did not simply curve toward each 
other in the same plane as the strings—they also curve 
forward somewhat, with the result that the strings will 
stand away from the soundbox at a sharper angle than 
would otherwise be the case. In over a dozen paintings 
the arms end under the crossbar with small circles, or 
circles with dots in them, apparently not a decoration 
but a way of showing а cross section that would indeed 
be visible if the arms curve forward somewhat (see fig. 
15).76 
The barbitos is distinguished not only by the length 
and curvature of its arms but also by the attachments 
above the curved arm ends that hold the crossbar.” 
That these are indeed separate pieces, and not exten- 
sions of the arm, is clear enough, both from the divid- 
ing lines that are often present, and from the shape of 
the outer edges of the attachments, which frequently 
Curve out at the bottom to provide reinforcement and 
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a larger surface in contact with the arms (sec figs. 6, 
12, 15, 18, 19, and 22). In some of the earlier paintings 
these fittings protrude above the crossbar only slightly 
(figs. 3-5. 12, and 13) or not at all, whereas in others, 
particularly those made after 450 p.c., there may be a 
tall rectangular piece standing above the crossbar, as 
in figures 19 and 20. (In this latter type the crossbar 
may not be affixed at the bottom but as much as half- 
way up this long rectangular piece, or even higher.) 
This extension may be wide or narrow; in some of the 
earlier paintings it looks wedge shaped, with the wid- 
est part at the top (fig. 5). 

The inside edges of these sections are straight and 
nearly always parallel.” They are painted white in sev- 
eral black-figured examples such as figure 5, and on 
one black-figured amphora, Oxford 1885.656, Hera- 
cles tunes a barbitos with its crossbar fittings painted 
red. Since their purpose is ornamental as well as func- 
tional, it is not surprising that this is the part of the 
barbitos that is commonly provided with some deco- 
rative detail, usually in the form of two or three slits 
or notches in the upper ends (figs. 18 and 19) or in 
some cases a small cup-shaped indentation (figs. 17 
and 22). In a few instances there are lines painted or 
carved across each piece just below the notch or in- 
dentation.” 

Most representations of the barbitos do not reveal 
how the crossbar is attached to its elaborate fitting, 
but in more than a dozen of the paintings studied, 
there appear to be rounded pieces at the front of the 
fitting behind which the crossbar sits.” In another 
eight examples, including figures 13 and 15, the cross- 
bar appears to sit on the rounded section, which per- 
haps has a groove into which the crossbar fits (see 
fig. 17).* 

The crossbar itself is ordinarily rather narrow, and 
its free ends do not extend out much beyond the up- 
right fittings in most cases; its total length is seemingly 
dependent upon the amount of space between the 
arms. In three of the available representations the 
crossbar has small knobs at the ends; in two others the 
ends are decorated with vertical or horizontal lines; 
and in another the entire crossbar is painted white. 
Many of the carefully painted vases include some in- 
dication of the kollopes, often painted red, as in figure 
4. In several cases the kollops pins are shown behind 
the crossbar or arc long and narrow, as in figure 17, 
so that one can see that they include solid picces 
(probably of wood or bone) and are not merely strips 
of leather wrapped around the crossbar. 

The soundbox of the barbitos appears to be much 
the samc as that of the lyra. When the back is shown, 
the tortoise-shell markings are more or less carefully 
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painted in, often with the plain border that we have 
suggested represents the overlapping of the hide that 
covers the front (see fig. 6 and chap. 4). In size the 
‘soundbox of the barbitos also seems similar to that of 
the lyra, and in some cases it actually appears to be 
somewhat smaller (see fig. 21). Its shape is often the 
same too, though the “ears,” or side bulges. seen so 
often in paintings of the lyra seem in many cases less 
Pronounced and quite high, producing the kind of 
shape seen in figures 13 and 17." The arms of the 
barbitos enter the front of the soundbox near the top, 
ordinarily, at or near the top of the bulge, as the il- 
` lustrations show.* 

The bridge, and the device at the lower edge of the 
soundbox to which the strings are attached, are usually 
the only features visible on the front of the soundbox.** 
Both are depicted in ways that are already familiar 
from our study of the lyra. The bridge may be nothing 
more than a line, thick or thin; it may be a cigar shape. 
a long rectangle. parallelogram, or an irregular four- 
sided figurc larger at one end than the other. It is 
somctimes indented at the ends in a way that suggests 
that it is arched, as on Athens Acropolis 20: more 
often, there is some indication that it has feet, usually 
small circles or lines above and/or below the ends (see 
fig. 20) or underneath the part of the bridge over which 
the strings pass, as on Gela 67, which also has indented 
ends." In figure 13, the bridge's ends seem to curve 
down to form feet. In figure 15 the bridges of the 
poets’ barbitoi have a series of indentations along 
the upper cdge, apparently indicating (inaccurately) 
grooves for the strings, a detail also seen on New York 
06.1021.188. 

There is nearly as much variety of sizes and shapes 
for the device to which the strings are fastened at the 
bottom as there is for the bridge. but again the types 
encountered аге the same as those found on the lvra. 
The rectangular fastener with sides that are straight or 
Curved out toward the base as in figures 12 and 17 is 
most commonly found: but in some cases the fastener 
becomes narrower toward the base (slanted. curved, 
or stepped inward); and in figure 20 and Copenhagen 
Chr. \ ш 875 the entire fastener consists of a single 
curved line. 

Thc plektron and cord, wrist sling, and “sash” that 
are the Customary accoutrements of the lvra are also 
the normal equipment of the barbitos. The plektron 
which hangs їп front of the player in figure 6. is the 
Same sort used with the lyra. In this illustration (where 
tbe player carries the instrument by the plektron cord) 
we can see the head of the plektron, Which is usually 
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shaped like the back of a pointed tablespoon with a 
ridge running down it and a narrow “neck” (see also 
fig. 15). We can also see the handle, which often scems 
larger and more padded than it does here, covered 
with leather or cloth (with crosshatching on New York 
06.1021.178; also fig. 19), and a tassel, which is also 
present in a number of paintings (see fig. 18). The 
cord (and sometimes the plektron, too) may be indi- 
cated in red or white paint and is a wavy line in a few 
cases, as though made of strands of wool. It is usually 
attached to the outer arm of the instrument near the 
soundbox (sometimes higher), but in eight paintings 
on hand it is attached to the bottom of the soundbox 
or to the string fastener (as may be the case in fig. 6). 
The plektron is stuck underneath the strings above the 
bridge in figure 20, and in figure 21 its cord is looped 
over the crossbar. 

The player's wrist sling and the sash or tassel that 
often hangs from it are also similar to those seen in 
paintings of the lyra. The wrist sling is sometimes in- 
dicated in red paint, as in figure 4 (or white paint, on 
black-figured vases; on a white-ground lekythos, Ath- 
ens 1792, it is in brown). It may be wide or narrow; 
the wider ones often have lines along them that suggest 
folded cloth, but none is patterned or decorated as the 
wrist sling of a kithara may be. In figure 21 a narrow 
sling can be seen hanging loose from the arm of the 
instrument.” The sling is knotted outside the outer 
arm of the instrument, and the sash often appears to 
consist of the free ends of the same piece of cloth from 
which the sling is made (see fig. 13; notice that the 
lines on the sling tum and continue down the sash). 
In other paintings, such as Athens 17190 and Munich 
2346, it seems to be a doubled Piece of folded cloth 
with the loop pushed through the knot of the sling; 
but in either case it may be long or short. 

In about half the clear representations of the sash, 
though. it is indicated as three or four thin strands, 
usually rather short and done in red paint. (Figure 4 
has a red sash, but it is a single long strand with both 
ends tied to the arm.) On Paris kylix C 14460, these 
Separate strands are no longer than the tassel on the 
plektron held near them, and most of the other ex- 
amples show a similar length, too short to represent 
extra strings. 

Barbitos players Occasionally drape a fillet over the 
arm of the instrument, as have the Anakreon figure 
on Boston 13.199. where the fillet is long and dotted, 
and the player on Torino 5776. The players on both 
sides of Copenhagen 3880 have tied broad fillets (in 
bow knots!) halfway along the arm of their instru- 
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ments; the player on Madrid 11122 apparently has an 
instrument with both a sash (of the sort that seems 
looped through the wrist-sling knot) and a red fillet 
(it is not clear where the latter is attached). 


Although the barbitos was evidently played in 
much the same way as the chelys-lyra, it probably dif- 
fered from the shorter-armed instrument in having a 
lower pitch range, in view of the longer length of its 
strings (assuming comparable tension and thickness). 
The barbitos may thus be described as a sort of tenor 
lyre. lt is a temptation to think that the barbitos came 
into favor with the Athenians either because of its 
association with Dionysos (whose cult had Phrygian 
and Lydian connections) or because it was brought to 
Athens by Anakreon (or through the popularity of the 
works of Anakreon and the other Ionian poets). Al- 
though the vase paintings do not give conclusive sup- 
port to either of these notions, the evidence seems to 
favor the influence of Anakreon. 

Dionysos and his satyrs and maenads, though they 
do appear among the earliest paintings (fig. 1), are 
rarely seen before 500 в.с. or thereabouts. In the first 
half of the fifth century they are the subject on about 
one-eighth of the vases, but it is only in the second 
half of the century that scenes involving the Dionysiac 
troop seem to have become really popular with the 
vase painters (more than one-third of the total). On 
the other hand, while the portraits of Sappho and Al- 
caeus and most of the “Anakreons” belong to the first 
half of the fifth century (half of the latter to the second 
quarter of the century) the inscribed portraits of Ana- 
kreon on London E 18 and Copenhagen 13365 belong 
to the last quarter of the sixth century, and the re- 
maining inscribed portrait, Syracuse 26967, dates to 
about 500 s.c." Two other possible Anakreons, our 
figure 21 and Paris G 94 (which we have not seen), 
also belong to the early period. . 

Scenes related to the komos and symposium, by 
contrast, account for almost three-fourths of the early 
barbitos representations and more than half the bar- 
bitos scenes on vases from the first quarter of the fifth 
century. (After about 475 в.с. the number drops off 
sharply, and in the second half of the century they 
make up less than a third of the total.) On this evi- 
dence, it seems safest to say that the Athenian use of 
the barbitos is best explained by its association with 
these social customs, which were themselves affected 
in the late sixth century by lonian fashions and cus- 
toms, and may have been less frequently observed in 
the latter half of the fifth century as the result of un- 
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settled political conditions and the disruptions of war. 
lt is in this later period that pictures of the barbitos 
played by women or Muses, almost unknown before 
about 475 в.с. and infrequent before about 450 a.c., 
become as numerous as komos and symposium scenes, 
a good indication, it may bc, of the potters' attempts 
to mect changed market conditions. 

As we have seen in chapter 2, the barbitos was 
originally associated with the Eastern Greek lyric 
poets and particularly with the songs they wrote to be 
sung at symposia. In the fifth century its role as the 
chief stringed instrument of the drinking party took 
precedence, although the barbitos still retained its as- 
sociations with specific poets from the islands and 
from the East. In later times, however, when the Ro- 
man poets were looking for Greek models, the bar- 
bitos once again found its chief identification as the 
instrument of the poets of Lesbos, Sappho and Al- 
caeus. Horace, for instance, hopes the Muses will offer 
him the barbitos of Lesbos and twice refers to his own 
lyre as a barbitos.” In Ovid's portrait of Sappho, 
"Sappho" explains in elegiac couplets that she must 
lament her lost love and that her barbitos cannot pro- 
duce a song appropriately sad enough, so that she must 
give up her usual lyric meters for elegiac meter instead 
(without lyre accompaniment).? The barbitos, at least 
as a literary symbol, had come full circle and once 
again became the special lyre of the Aeolic poets. 

But the heyday of the barbitos at Athens was un- 
doubtedly the early fifth century, the time when it ap- 
pears most frequently in vase paintings (half again as 
often as in the previous or following quarter-centu- 
ries), coinciding with the highest percentage of komos- 
symposium scenes. Its popularity seems to have grown 
quickly: it must have been introduced at Athens 
shortly before about 525 s.c., the approximate date of 
the earliest vase paintings; for it is only in the late 
sixth century that we see unusual “foreign” versions 
of the instrument, with arms of undulating shapes or 
outward curves under the crossbar. 

What brought about the demise of the barbitos at 
the end of the fifth century? We cannot lay much stress 
on the scarcity of representations in the last quarter 
of the century, since it seems likely that the production 
of painted pottery in general was much curtailed at 
this time. But the fact remains that in our sample there 
аге only about a dozen paintings of the barbitos from 
this time. 

And after the end of the century—nothing. The 
two other prominent members of the lyre family. the 


kithara and the lyra (in somewhat changed forms, to 
be sure), continue to be depicted in fourth-century 
paintings and on other objects. But the barbitos is 
gone. Perhaps whatever place remained to it in Athe- 
nian musical life had been gradually usurped by the 
harps that had begun to appear in the fifth century 
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(see chap. 6). And the very institutions with which it 
had formerly been most associated may have been so 
changed by the deprivations of war and the influence 
of foreign cultures that there was no longer any need 
for such an instrument in the transformed life of the 
fourth century. 
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1. Frankfurt, Mus. far 
Khw. WM 03. Attic b.f. 
amphora. Detail: Dionysos 
and Ariadne with satyrs. 


2. Cambridge, Harvard 
1960.236. Attic r.f. calyx 
krater by the Klcophrades 
Painter. Detail: Dionysos 
and satyrs. 
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3. Toroato 356 (919.5.21). 
Attic r.f. kylix. Detail: 


komeasts. 





4. Toledo 64.126. Attic 
tf. Kylix by the Foundry 
Painter. Exterior detail: 
komasts, 
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5. New York 41.162.2. 
Attic b.f. amphora. 
Komasts. 


6. Brussels R 255. Attic 
r.f. olonochoc. Man with 
barbitos slung over his 
shoulder. 
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7. New York 37.11.19. 
Atti r.f. chous, Detail: 
reveler returning from 
festival of Anthesteria. 










рате 


митети 


3. Cleveland 24.197. Attic 
tf. column krater. А 
Komast and тоз. $ 


[2 
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9. Milan, Coll. “H.A” C 
354. Attic r.f. column 
krater. Detail: 
symposium. 


19. Gela 67. Attic r.f. 
lekythus by the Brygos 
Painter. Detail: Eros with 
barbitus and winged 
boots. 
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11. London 1921.7-10.2. 
Attic r.l. hydria. Detail: 
women with lyres, crane. 





12. London E 44. Attic 
ef, Aylin. Interior detail: 
woman and man, 
barbites. 
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13. Cleveland 26.549, 
Attic r.f. krater. Detail: 
men in female dress 
dancing and playing 
barbitos and krotala. 


14. Copenhagen 13365. 
Attic r.f. vase fragments. 
Detail: men In female 
dress; barbitos with 
ААЛАМ U VES “Anakreon” inscription, 


OT aba ss С 
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15. Manich 2416. Attic 


wf. kalathoid, Sappho and 
Акаеш. 


16. Paris. Petit Palais 
308. Attic rf. bydria. 
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17. Boston 63.1246. Attic 
r.f. calyx krater by the 
Dokimasia Painter. Death 
of Acgisthus. 


18. Athens 17918. Attic 
s.t. hydria by the Peleus 
Painter. Detail: women 

with barbitos, chest, sad 


уга. 


19. New York 07.286.85. 
Attic r.f. bell krater. 
Detali: Dionysos, 
maenads, satyr. 
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20. Manich 2404. Attic 
r.f, stamaos. Detail: 
barbitos. 


21. Basel 421. Attic wg. 
pinax. Reveler and 
musician. 





22. Bresseis A M91. Attic 
ef. stamnos. Detail: 
зевар msn with barbitos. 


CHAPTER SIX 


Harps and Unusual Lyres 
in Classical Athens 


The kithara, the lyra, and the barbitos, though they 
were the three chief stringed instruments used by fifth- 
century Athenians, were not the only members of the 
lyre family known in Athens during this time, nor were 
lyres the only stringed instruments in use. The other 
lyres and the various kinds of harps mentioned in fifth- 
Century literature and portrayed in art works of the 
time were less common than the instruments already 
discussed (judging by the number of citations and rep- 
resentations), but they were known and used by the 
Athenians, and each of them has a well-documented 
Place in Athenian culture. 


The Phorminx 


The fourth member of the lyre family, known to us 
from over forty representations of the late sixth and 
the fifth centuries, is an instrument whose Greek lin- 
€age and association with Apollo and the Muses can 
be traced back at least as far as the eighth century (see 
chaps. 1 and 2).! Because its basic identifying features 
have not changed (rounded base, circles on the sound- 
box, and straight, parallel arms), this Classical-period 
instrument may still be referred to as the phorminx; 
there is no need to devise a new name (such as "cradle 
kithara,” “Wiegenkithara”) to refer to the instrument 
in the fifth century.? 


Scenes 


In the earliest representations of the phorminx from 
this period we can see evidence that the role of the 


instrument was gradually narrowing, as other instru- 
ments took over more and more of its functions. On 
vases of the late sixth century the phorminx appears 
only in Dionysiac scenes and komoi. Until about 500 
B.C., it is still played by men, but only in the komos 
scenes.* After that time, it may still appear in komos 
scenes but only in the hands of women. Since women 
(other than goddesses) are not frequently represented 
in vase paintings of the last quarter of the sixth cen- 
tury, and recognizable Muses are generally not found 
in red-figured painting until after about 475 в.с., it is 
not surprising to find that until the turn of the century 
the only women who are seen to play the phorminx 
are maenads, whose role as followers of Dionysos 
gives them a place in the vase paintings. Between 
about 500 and 475 a.c., when Dionysiac scenes with 
the instrument are nearly gone and the barbitos has 
taken over as the primary instrument of the komos, 
there are almost no phorminx players at all, except for 
the maenad in а Dionysiac scene by Makron (once 
Robinson Coll.) and the women in two komos scenes. 
But with the increase in the number of women de- 
picted on vases after 475 в.с. and the appearance of 
portraits of the Muses, representations of the phor- 
minx are more frequent than ever, and its status, no 
longer as Apollo's instrument but now of the Muses 
alone, is abundantly confirmed. 

About two-thirds of the group of paintings from 
the late sixth century (half a dozen paintings) are de- 
pictions of the followers of Dionysos in which maenads 
play the phorminx. Dionysos and his satyrs, or the 
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satyrs alone, are included in half these scenes, and in 
another scene (fig. 1) the women are surrounded by 
vine branches with grape clusters, a clear indication 
that they are macnads. The two remaining paintings 
of women alone do not offer such clues, but like figure 
1 they are found on wine pitchers (oinochoi); they 
wear decorated himatia and on one vase are shown 
dancing, one of them with krotala. There seems little 
doubt that these are maenads too.* 

The only Dionysiac scene with the phorminx from 
the first half of the fifth century that has come to light 
is the kylix by Makron (Oxford, Miss.? once Robinson 
Coll.) on which Dionysos is accompanied by maenads 
playing krotala, auloi, and phorminx, but Cambridge, 
Harvard 1925.30.42 (fig. 8a). from after the middle of 
the century, testifies that the type was still known: here 
again is Dionysos, with an aulos-playing satyr, a 
maenad with a torch, and another with the phorminx. 

The only other sixth-century scenes in which the 
phorminx is present, besides those related to Diony- 
sos, аге a small group of three komos scenes, which 
may be compared with a painting of a komos from 
before the middle of the sixth century, Rhodes 12.200 
(chap. 2, fig. 6). Like this earlier work, the painting 
on Munich 1416 (fig. 2) includes only men. Four of 
the five men depicted play instruments (barbitos, phor- 
minx, krotula, and auloi), and the one with krotala is 
dancing. All of them wear wreaths of some sort, three 
wear endromides (‘‘winged" boots), and all but one 
(who is nude) wear their cloaks tied up around their 
waists. Each man is named by inscription: from the 
left, Milichos, Telokles, Mosaon. Diodoros, and 
Chremes. (If the central figure here represents Mou- 
saios, the mythical poct-musicían closely associated 
both with Apollo and with the Muses, this vase serves 
as a link between the earlier uses and associations of 
the phorminx as Apollo's instrument and its later ap- 
pearance among the Muses when they begin to be гер- 
resented in fifth-century art.) In a similar scene оп 
Oxford 1919.46 two male phorminx players are joined 
by а кап playing the auloi, but on Los Anpeles 
50.82, à vase from the tum of the century, the women 
interspersed among thc revelers at this large party play 
— the auloi and krotala but the phorminx as 
well. 

Only three more such scenes are to be fo 
belonging to the first half of the fifth century. — 
tbe female player of the phorminx is at the center of 
the painting, with the komasts and male scrvants 
around her. One of them, Vienna 770, is of the “Ana- 
kreontic" type of komos—the two men wear sakkoi 
and one of them carries a parasol ( ка 

see chap. 5).5 
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Representations of the Muses, which appear after 
475 B.c., grow more frequent after mid-century. The 
presence of Apollo, dressed only in a himation and 
bearing lyra or laurel staff. serves to identify the . 
women on three vases where the phorminx appears, 
though on Athens 1241 (fig. 6) their number (eight) 
and the other lyres, auloi, and open scroll they carry 
also indicate that they are Muses; and all three vases 
Show some of the figures seated on rocks to indicate 
Mount Helicon, sacred to the Muses.* (This last fea- 
ture alone, with the inscription “Helikon,” identifies 
the single Muse who sits alone in fig. 7). 

lt is the legendary musician Thamyras (or Tha- 
myris, according to the Homeric spelling of his name) 
who sits upon the rocks on Naples 3143 playing the 
chelys-lyra. Both the terrain and his presence in it tell 
us that the two women on the right, one of whom 
carries a phorminx, are Muses, whom Thamyras fool- 
ishly challenged (see below under Thracian Kithara). 
The two Muses in the company of Mousaios on Lon- 
don E 271 (chap. 4, fig. 5), however, are identified, as 
Mousaios himself is, by inscription: Terpsichora and 
Melousa. The phorminx, in this scene and a number 
of others, is hung upon the wall in the background— 
in this case over the head of Terpsichore—and it 
seems to be present simply as an identifying attribute 
of the Muses, for each of the three persons holds an- 
other instrument—auloi, harp, and chelys-lyra. If this 
is so, the phorminx suspended over the music lesson 
оп Schwerin 708 (chap. 4, fig. 17), where Linos 
teaches Iphikles, the brother of Heracles, to play the 
lyra. may also be a symbol of the Muses’ favor. 

There are only six Muses on Boston 98.887 (fig. 
3), and they are accompanied only by a cowherd (said 
to represent Hesiod or Archilochos; see ARV? 774). 
50 that recognition depends, first, upon the number of 
instruments they carry (two elaborate examples of the 
phorminx, chelys-lyra, aulos, and syrinx), and second, 
on the plants and rocks that suggest a mountainous 
terrain. (The Muse by the same painter who stands 
alone playing the phorminx on Paris CA 483 is iden- 
tified only by the plant growing on the left.) It is not 
until near the end of the century. on a Greek vase 
from southern Italy (Apulia), that we find nine Muses 
(Munich 3268). They bear among them five instru- 
ments (two sets of auloi, harp. phorminx, and chelys- 
lyra). an open scroll (perhaps also an attribute). and 
Two small boxes or coffers; the only details that help 
to establish the location are two columns, a curling 
Plant, and a crane. 

The figures on five other vases, though they are 
not presented along with any of the identifying fea- 
tures discussed above, probably are also to be under- 
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stood to be Muses. In these paintings there are only 
One or two women (in one case three) carrying or 
playing the phorminx and (when there are two or 
more) a chelys-lyra. Beazley calls the woman seated 
On a diphros on Paris CA 482 a Muse, probably be- 
cause she was created by the Hesiod Painter, whose 
work is also seen on Boston 98.887 and Paris CA 483 
(above), and despite the mirror hanging on the wall 
on the left, a domestic touch that might lead us to 
think of the woman as a mortal (on the right hangs a 
wreath). With this in mind, the two women in figure 
5 may be considered to be Muses (a mirror hangs 
above the one on the left), and it seems likely that the 
three women on Dresden 332, where the third woman 
carries a small chest, are also, for such a chest can be 
found beside the nine Muses on Munich 3268 (above).” 

Five other paintings with two or three women may 
also represent Muses, but on three of them only one 
of the two women has an instrument, the Stockholm 
“Diphilos” lekythos, Bowdoin 15.46, and Bologna 
362." On a fourth, both women play instruments, but 
there is a small Eros in the scene, Leningrad 732, as 
there is also on Würzburg 521, where there are three 
women carrying instruments—phorminx, barbitos, 
and auloi. Though Erotes are not unknown in por- 
trayals of Muses (see below under Thracian Kithara), 
and though we are told in Plato's Phaedrus (259D) 
that lovers honor the Muse Erato, this last vase, with 
the barbitos player seated in the center and an open 
chest on the floor, the only scene of its kind known at 
present in which there is a phorminx, closely resem- 
bles the “bridal” scenes discussed in chapter 5." 

There is, however, another kind of scene in which 
the phorminx appears among mortal women: in it, 
young girls are dancing, while women play instruments 
to accompany them, sometimes with a man watching 
from the sidelines. These paintings, all but one, belong 
to the period after about 450 s.c., by which time the 
phorminx no longer appears in komos scenes. These 
people, then, are almost the only mortals depicted in 
the later paintings among whom the phorminx is to be 
found, and it is therefore interesting to see that in only 
one of the five paintings of this sort is the phorminx 
actually played—in two of them it hangs on the wall 
Overheard, as in figure 4, perhaps, as is suggested 
above in connection with the painting of Linos, a sign 
that the girls have the favor of the Muses. — 

The instrument that actually accompanies the 
dancers, even when the phorminx is also used, is the 
aulos; krotala are also in evidence, but only on Athens 
Pyxis 14909 are they played by the dancer herself. 
Three or more different kinds of dances can be distin- 
Buished, mainly by the costume worn: the pyrrhic, а 
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dance using the motions of combat and performed 
bearing helmet, shield, and spear; acrobatic dances, 
involving somersaults and the like and performed 
nude; and a category of dance (or dances) of less ob- 
vious meaning, performed wearing a short chiton, as 
in figure 4. 

The female pyrrhic dancers on Florence 4014 (see 
chap. 4, fig. 16) wear helmets, short chitons, and a 
cord around the left leg at the calf and carry spears 
and shields, one with the head of a woman as its de- 
vice. They, and the women who play the aulos and 
lyra on either side of them, are named: Kleodoxa, 
Selinike, Dorka, and Pegasis. Farther left is a seated 
woman, Nikopolis; leaning on the back of her chair is 
a man, Kallias. Behind him stands the woman who 
plays the phorminx, and behind her flies a large Eros 
who also carries a phorminx but does not play it: per- 
haps these instruments at the edge of the scene serve 
a mainly symbolic purpose. 

There is also a woman dancing the pyrrhic, with 
krotala for accompaniment, on Naples 81398 (fig. 8b), 
where all three of the categories of dances listed above 
are represented. This is the only vase in the group on 
which acrobatic dancers appear (one of the two, who 
has a cord tied about her left thigh, prepares to turn 
somersaults in and out of a hoop with swords set up- 
right around its edge, as described in Xenophon's 
Symposium [2.11]). But the acrobats are accompanied 
by an aulos player, and the phorminx, held in one hand 
by a woman who has a pair of auloi in the other, is at 
the far side of the scene, nearest a pair of girls in short 
chitons whose dance belongs to the third category 
(dances of less obvious meaning). 

Four of our five paintings depict girls in short chi- 
tons in a dance of this sort, and on these four, except 
for Naples 81398 (fig. 8b), this is the only kind of 
dance represented. Only on Athens 14909 does the 
dancer play the krotala, though on Lecce 572 they 
hang on the wall along with the phorminx. The elbows- 
out, hands-on-hip pose scen in figure 4, apparently 
held while swinging the upper torso from side to side, 
is like that on Lecce 572, although here the dancer 
holds her hands higher, fists clenched; the positions of 
legs and feet are the same in both paintings. The 
dancers of this sort on Naples 81398, though they have 
one hand at the waist, extend the other arm high and 
straight in front of them, palm out. One of them stands 
on her toes, the other bends one knee to the floor. 
This pair of dancers is also portrayed with crown-like 
headdresses with thin spikes (reeds?) set in them, a 
costumc that various scholars have associated with the 
Karyatid dances for Artemis Karyatis in Laconia, with 
the “dancing reeds” at an annual festival at Lake Tala 
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in Lydia, or with the “basket dance" (or dance steps), 
the kalathiskos or kalathismos."* 

Some, and possibly all, of the girls and women in 
these scenes are professional dancers. The acrobatic 
dancers certainly are, as Xenophon's Symposium (2.1— 
11) affirms. Since these dancers appear on Naples 
81398 along with both pyrrhic dancers and what seem 
to be kalathiskos dancers, and since male onlookers 
(owners or managers?) are present on three vases 
watching dances of all three types (see fig. 4). there 
is little doubt that the costumed dancers are also 
professionals. (In the case of the female pvrrhic danc- 
ers there is additional evidence, for Xenophon's Ana- 
basis [6.1.12] tells of an entertainment in the camp of 
the Greek army during which a female dancer with a 
shield performed the pyrrhic with great agility; she 
must surely be counted a professional, though we may 
have doubts as to how much of her living was earned 
in this way.) But since dancing of whatever sort was 
the province of the Muses, it is not surprising that the 
paintings allude to the Muses’ favor through the pres- 
ence of the phorminx. 


Performance 


The players of the phorminx. except on some half- 
dozen of the later vases, stand while they play. They 
hold the instrument tipped away from them 30°-45°, 
though in a few cases they hold it rather in the way 
the kithara is held (tipped out only slightly, as in fig. 
2). and in a few other paintings (mostly of komos danc- 
ers) they hold the instrument almost horizontally (see 
chap. 2. fig. 6). 

' The phorminx is played as are the other members 
of the lyre family: the positions of both left and right 
hands arc similar to those already noted in paintings 
of the other instruments. The left-hand fingers are 
often straight and separated, especially in the earlier 
paintings, sometimes with the thumb bent over the 
palm; the wrist is rotated in some cases and the fingers 
are slanted or bent as though to damp the strings with 
the fingertips. In three paintings the thumb is appar- 
ently being used with one of the other fingers to pluck 
two strings at the same time (бр. 5). In half a dozen 
other paintings the fingers are curled forward so that 
the nails (theoretically) show (fig. 1). a gesture that 
brings thumb and forefinger or middle finger together 
and is perhaps а way of plucking a single string.“ 

The right hand. when actually in use, holds the 
plektron ош beyond the outer edge of the instrument 
in most paintings. as we have come to expect. The 
stroke is in progress on several v; 


i pres ral vases, cither just 
the strings (as in fig. 7) or in the middle ol Gees 
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Florence 4014 and Oxford 225 (fig. 1) show us a stroke 
just beginning, and there are three anomalous repre- 
sentations, all by the Hesiod Painter: one of the Muses 
on Boston 98.887 (not the one in fig. 3) uses her right 
hand high on the strings, apparently to pluck them— 
and she has this hand through a wrist sling! On Paris 
CA 483 the hand is similarly located and clearly holds 
no plektron (it hangs by its cord looped over the arm 
of the phorminx); the wrist sling in this example dan- 
gles loose from the instrument. On Paris CA 482 the 
wrist sling lies loose in the lap of the seated Muse, 
who uses her right hand, it would seem, to adjust the 
bridge. Since these last two players are adjusting or 
testing their instruments, perhaps the Muse on Boston 
98.887 is also testing hers—if her pose is not an in- 
vention, or a mistake, of the painter. 

The phorminx is tuned as are the other members 
of the lyre family. We have only a single scene in which 
the procedure is demonstrated, and that on a Greek 
vase made in southern Italy (Munich 3268, Apulian), 
but it serves well enough to confirm this: the central 
Muse in this scene places her right hand at the crossbar 
to adjust a kollops while her left hand plucks the string 
to test it. 

Only among the participants in the komos do we 
find singers to the phorminx. The two companions on 
either side of Mosaon (whose head is lifted but with 
mouth closed), figure 2, are singing, and the female 
player and the men on either side of her in the "An- 
akreontic" komos, Vienna 770, appear to be singing 
also. The woman who stands amid komos preparations 
on Cambridge. Harvard 1959.188, sings, head back 
somewhat and lips parted, while perhaps plucking the 
strings of the phorminx with her left hand (her right 
is underneath the soundbox). The woman who dances 
alone with the phorminx on Urbana, Ill. Krannert 70- 


8-5 (a player at a komos?), also has her head back and 
her lips parted. 


Construction 


Like the other lyres, the phorminx continues to be а 
Seven-stringed instrument in this period: of thirty- 
three paintings in which its Strings are visible, twenty- 
one Provide it with seven (figs. 2, 3. 5, 7), eight show 
five or six (fig. 4), three have eight strings (fig. 1). and 
one has ten (fig. 8а). Most of the examples with more 
Or fewer than seven strings are not very carefully 
Painted, and there is no correlation between date and 
Rumber of strings. Cambridge, Harvard 1925.30.42 
(fig 8a). which shows ten strings. is an exception, how- 
ever; though it is not a very late vase (it belongs t© 
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the third quarter of the century), it is а detailed, care- 
fully painted one. 

The width of the phorminx, measured at the widest 
part of the soundbox, is on the average approximately 
equal to the length of the player's forearm from elbow 
to knuckles, while the height is about 1 times this 
measure. The largest examples аге not wider, only 
taller, as much as 17 times the elbow-knuckles unit; 
the smaller ones have a width of about % and a height 
of one unit. Like the kithara, the phorminx was no 
doubt constructed of wood, the more elaborate sort 
being decorated with ivory or gold, as in the earlier 
days. 

The shape of the soundbox varies a good bit, as 
we might expect for an instrument that the painters 
probably did not often see. At times, as in figure 3, it 
resembles the waxing crescent moon, but the ends are 
generally elongated (fig. 1) and sometimes curved in- 
ward somewhat.'* In the earlier representations (be- 
fore about 475 в.с.) the ends are rounded as a rule 
(figs. 1 and 2). But squared-off ends can be seen on 
two late sixth-century vases, Bologna 151 and Oxford 
212, and after about 450 в.с., nearly all examples are 
made this way (see figs. 4, 5, 7, and 8). The height of 
the soundbox also varies; that of the instrument on 
London E 185 (fig. 4) is one of the shortest examples, 
and the one on Lecce 572 is one of the tallest. 

The soundbox of the phorminx is provided with a 
bridge and lower string fastener that appear to be the 
same as those used on other types of lyres. The bridge 
is usually indicated with a single line, broad or narrow, 
but on Paris CA 483 it is a wide parallelogram; on 
Schwerin 708 it has a similar shape, though smaller, 
with feet showing under the strings above the upper 
edge (see chap. 4, fig. 17). On the Stockholm “Di- 
philos" lekythos the feet can be seen above and below 
the bridge. The lower string fasteners are usually sim- 
pie rectangles, some longer than others, but the sides 
may be set in from the ends somewhat or curve out at 
the bottom. 

Pairs of lines forming right angles, more or less, 
on each side of the front of the soundbox, separate 
the upper corners from the central and lower arcas of 
the soundbox on nearly a third of our front-view Cx- 
amples (see figs. 4, 5, and 8a; in fig. 5 the corner areas 
are painted brown). Three early paintings (520-500 
в.с.) and one made са. 430 в.с., figure 6, appear to 
have a single line separating the upper corners from 
the rest of the soundbox (fig. 1).'" If the testimony of 
the instrument in figure 6 can be accepted, the depth 
of the soundbox becomes shallower in its elongated 
corner areas: in this three-quarter view of the front of 
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а phorminx the ends of the soundbox seem to be con- 
cave below the point where the arms are attached, 

Two of our paintings of the phorminx have a pair 
of horizontal lines all the way across the front of the 
soundbox just above the bridge: London E 271 (see 
chap. 4, fig. 5) and Bologna 362, which also has corner 
sections. On another three, Boston 98.887 (not visible 
in fig. 3), Dresden 332, and Oxford 212, the only lines 
showing on the front are those forming an ornamental 
band around the edges of the soundbox. The rest of 
the front views have no visible lines of any sort. 

In most of the back views of the instrument there 
are also lines dividing the soundbox into sections the 
same in shape and location as those on the front: pairs 
of lines at right angles separate the corner sections 
from the rest; and there may be two horizontal lines 
creating a narrow band across the center of the sound- 
box. Most of the back views have the first of these two 
details; Naples Stg 274 has only the latter. Leningrad 
732 and Munich ex Schoen 80 (fig. 7) have both, with 
the sections painted contrasting colors on the latter 
vase. The back of the soundbox has a decorative edg- 
ing on Boston 98.887 (fig. 3) and Naples Stg 274. 

The most arresting feature of the phorminx, one 
that instruments of this type seem to have had as early 
as the seventh century, is the pair of circles or eyes 
painted on the soundbox (sec figs. 1, 3, 4, and 8a; also 
chap. 4, figs. 5 and 17). Nearly half of all our paint- 
ings of the phorminx, both front views and back views, 
include "eyes" of some sort—sometimes only circles 
or concentric circles (the inner ones painted black), 
sometimes more or less realistically painted eyes 
(there are even eyebrows on four of the instruments).” 
When corner sections are marked off on the soundbox, 
the cyes are placed within these sections about as often 
as below them; if there are lines forming a horizontal 
band on the soundbox, the eye circles, if any, are 
within it. In more than half the paintings (all of them 
later than about 475 в.с.) there is some effort to make 
them look like eyes, semicircular or almond shaped, 
with a dark circle inside (in fig. 8a, cach one is painted 
in profile, looking toward the other!). 

The arms of the phorminx, straight, rectangular, 
rather wide, and not very long, are parallel in all but 
a handful of instances—in five paintings, including fig- 
ure 5, they incline inward slightly (this is also seen in 
earlier examples; see chap. 2), and on Urbana, Ш. 
Krannert 70-8-5, they diverge slightly. The three- 
quarters view of the instrument in figure 6 makes it 
appear that the arms are not flat but rounded, perhaps 
even cylindrical. This example also shows, as a simple 
back or front view cannot, that the arms lean forward 
somewhat, carrying the strings away from the sound- 


box at an angle, a feature of other members of the 
tyre family as well.? 

In about three-quarters of all pictures of the phor- 
minx at band, it is clear that the arms are set above 
the soundbox in such a way that the instrument be- 
comes narrower at this point: the inner edge of each 
arm overhangs the inner edge of the soundbox. When 
tbe corners of the soundbox are squarcd off, the outer 
edges of the arms arc not flush with the outer corners 
bat sit in from them as in figures 4, 5, 7, and 8. 

On two of the black-figured vases, Oxford 225 (fig. 
1) and Athens Agora P 1544, the arms are painted 
white, which suggests that they were sometimes faced 
with ivory; and there are lines across the upper ends 
of the arms, above the crossbar, on five or six of the 
instruments (figs. 3 and 6, and possibly 5). But the 
most common, and the most striking. kind of orna- 
mentation of the arms of the phorminx is found at their 
base. just over the joining of arms and soundbox, 
where about two-thirds of our examples have a deco- 
Tative device of some sort. On a few vases this takes 
the form of small circles, sometimes with dots in the 
center, just at the lower inner corners of the arms; or 
of circular bosses (in gold in fig. 3) or openings (see 
chap. 4, fig. 17) almost as wide as the arms them- 
selves. On some of the earlier vases, and in figure 7, 
the shape is roughly oval with the lower end squared 
off (fig. 1 is also of this sort but not very clear). When 
the soundbox corners are squared, the inner ones im- 
pinge on the outline in question, as in figure 7.2 But 
the shape most often scen, especially in examples after 
mid-century, is a semicircle or segment of a circle, with 
its straight side at the bottom, found as a rule on in- 
Struments with squared soundbox corners (see fig. 8a 
and chap. 4, fig. 5). 

. In four red-figured paintings in which the phor- 
minx is seen against a black background, these orna- 
mental half-circles (on Schwerin 708, chap. 4, fig. 17 
full circles) аге painted black, reinforcing our percep- 
tion that these arc openings through the arms. Cam- 
bridge, Harvard 1925.30.42 (fig. 8a) has an especially 
elaborate design: the inner edges of the arms do not 
seem to touch the inner corners of the soundbox but 
continue below them along the inside cdge a short way 
ending with small circles, a particularly Convincing * 
ample of "openwork."? Two white-ground cup inte- 
riors. Paris CA 482 and 483, give interpretations by 
one painter of instruments with elcgant designs that 
are opea on уы sides toward the strings, so that here 
too the arca of actual contact betw 
box seems very small.** таннан 

There is some evidence that arms wi i 
openwork were a feature of the белн thon ne 
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early times (small bronze votive objects from the late 
Geometric period in the shape of the phorminx have 
pairs of holes in them at this point) and that at the 
joining of arm and soundbox the structure was nar- 
rower than the width of the arm, at least by the mid- 
sixth century (on Rhodes 12.200, chap. 2, fig. 6, there 
is a narrowing at this point). If this is the case, the 
wide arms of the phorminx were not created with 
greater sturdiness in mind but must have been de- 
signed for added resonance, which suggests that they 
were hollow and perhaps rounded to some degree (as 
fig. 6 seems to indicate). 

The location of the crossbar is one of the identi- 
fying characteristics of the phorminx.? Ordinarily 
quite narrow and only a little longer than the distance 
across the arms, it is placed a short way from the top 
of the arms, or in eleven examples all after 475 в.с., 
at the very top (in most of the latter, it has no free 
ends at all; see figs. 4 and 8, and chap. 4, fig. 5). Only 
in three paintings is the crossbar provided with knobs 
on the ends; in one of these, Oxford 1919.46 (black- 
figured), both knobs and crossbar are painted white.” 
Fewer than half of our representations have any indi- 
cation of kollopes, and only a few of these show them 
clearly and in detail (figs. 5 and 7); these few, however, 
indicate that these individual string-tension devices are 
the same for the phorminx as for the other lyres.?! 

Though in a number of paintings the player's right 
arm and fingers are so positioned that we can assume 
that the hand holds a plektron, and in a few cases the 
tip of the plektron is visible (in fig. 5 its shape is un- 
usual), the shape of the plektron head can be clearly 
seen in only three paintings (Lecce 572, Munich 2446, 
Paris CA 483). The plektron hangs unused, its cord 
looped over the arm of the phorminx on Paris СА 483, 
which allows us to see that it is of the sort customarily 
found with other lyres, with pointed, spoon-sized 
head, handle, and tassel. Its cord, on Lecce 572 and 
Cambridge, Harvard 1959.188, is attached to the 
lower string fastener, at the bottom of the soundbox; 
— latter vase, both plektron and cord are painted 


: The wrist sling, indicated in one-third of the paint- 
ings, 15 simply outlined and without decoration (figs- 
1, 2, and 82). except in two white-ground paintings 
Where it is shown in red.” On Paris CA 482, where it 
lies loose in the lap of a Muse who is adjusting her 
Instrument, the small "button" near the outer end, 
which seems to fasten it when in use (and around 
which, perhaps, the sash is looped), is also visible.” 
There is a sash on only half a dozen of the instruments 
(in three of the paintings the sash is uncertain), but 
they are distributed from early (including Rhodes 
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12.200, third quarter of the sixth century) to late; the 
ones before about 450 B.c. resembie long tassels, 
whereas the later ones are more like fillets, as is the 
case with other lyres.* The phorminx has a cloth hang- 
ing from behind it only on three black-figured vases 
made ca. 510-490 s.c., all of them komos scenes (fig. 
2, and Athens Agora P1544 and Oxford 1919.46), and 
on Athens 14909, a white-ground pyxis from about 
440 в.с. 


The Thracian (or Thamyras) Kithara 


On the interior of a white-ground kylix of about 470— 
460 в.с., Athens 15190 (fig. 9), with the figures of 
Orpheus and an attacking Thracian woman, there is a 
lyre of unusual shape, one that is not seen earlier ex- 
cept on a single fragment.” The shapes of the upper 
part of the arms and the crossbar fittings resemble 
those of the barbitos, as Wegner has pointed out, but 
the arms are short for the width of the instrument, 
with small protuberances along them, and the crossbar 
has knobs." Enough of the soundbox remains to reveal 
several interesting features: a wide, dark band along 
the side edge; a broad band of golden yellow across 
the front in the area of the bridge; two concentric cir- 
cles near the end of the bridge and a flat base with a 
small curved indentation in the right-hand corner (and 
presumably on the other side too). 

The Greek name for this instrument, if there was 
one, is unknown to us. Since the instrument is found 
in several scenes that involve another Thracian musi- 
cian, Thamyras, who challenged the Muses and was 
blinded for his arrogance, Wegner suggested that it be 
called the Thamyras kithara. This name no longer 
seems entirely satisfactory, however, for in another of 
the paintings now known, the instrument is found in 
the hands of yet a third Thracian singer, Mousaios (fig. 
10), and of the eighteen known representations of this 
instrument, only six seem closely related to Thamyras. 
Moreover, in one of the three paintings in which he is 
identified by inscription, he plays on an ordinary che- 
lys-lyra.** 

It would seem remarkable that Thamyras is the 
Subject of even six of these paintings, if we did not 
know that early in his career Sophocles wrote a play 
called Thamyras (perhaps about 460 в.с.). As far as 
we can tell from the few remaining fragments, his ver- 
Sion followed the story given briefly by Homer ul. 
2.594ff.): Thamyras boasted that he could best anyone 
in a contest, even if the Muses were against him; and 
they punished his hubris by blinding him, striking him 
dumb, and causing him to forget his skill at lyre play- 
ing. One fragment of Sophocles’ play seems to refer 
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to the ecstasy inspired by the music of Thamyras' lyra, 
and in another (perhaps part of Thamyras’ lament 
after he is blinded) the speaker apparently longs for 
the music of harps (pektides) and the lyra. 

Although (as was pointed out in chap. 2) later writ- 
ers speak of the instrument used by Sophocles when 
he performed the role of Thamyras as a kithara, the 
vase paintings show that the lyre normally associated 
with this mythological figure was of a shape quite dif- 
ferent from that of the standard kithara. Since none 
of the paintings that are, or may be, representations 
of Thamyras is earlier than about 450 B.C., and most 
were done by painters active around 420, it is likely 
that the interest in portraying this particular Thracian 
musician was spurred by interest in the play and the 
playwright.” Thamyras (or Sophocles as Thamyras) 
sits with his lyre among a relaxed and friendly-looking 
group of Muses in figure 11a, where he is identified 
by inscription. This scene suggests that early in the 
play, before his presumption provided the dramatic 
conflict, he may have been presented as the darling of 
the Muses (in fig. 11a and in New York 16.52 there 
are Erotes playing among the Muses who surround 
him). On the far left in the Ruvo painting (not visible 
in fig. 11a) stands Apollo, turned away; the woman to 
the left of Thamyras may be his mother, who appears 
in other versions.” 

Thamyras may be preparing for his contest with 
the Muses on a Basel lekythos from the Meidias work- 
shop in which he appears in Thracian costume: he sits 
tuning his instrument between two Muses, Klio and 
Erato." The contest itself is clearly the subject of the 
scene on Ferrara T.127 (fig. 11b). Here һе stands, in 
the formal clothing of an Athenian kitharode, holding 
the standard kithara (one of the Muses is playing his 
Thracian instrument). On the left is Apollo as judge, 
next to his Delphic tripod, which emphasizes the for- 
mality of the occasion. To the right of Thamyras there 
is a small rabbit, then a listening Muse, and finally a 
woman standing before an altar with hands lifted, per- 
haps in petition (Thamyras' mother?). Above the altar 
are nine statuettes, and behind it grows a tree, both 
indicating that this is a sanctuary of the Muses, who 
are also depicted with various instruments, mostly in 
the lower part of the painting. 

Thamyras’ punishment is starkly depicted on Ox- 
ford 530. His Thracian kithara falls from his hands, 
and his eyes are closed to indicate his blindness. His 
mother, tearing her hair, stands to the left, while a 
Muse with a chelys-lyra looks on implacably from the 
right. 

и Although the two other legendary Thracian musi- 
cians, Orpheus and Mousaios, are represented with 
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the instrument in only one painting each, both are 
identified by inscription on vases painted by important 
Athenian artists.” The portrait of Mousaios, figure 10, 
by the Meidias Painter (the same artist who painted 
the inscribed portrait of Thamyras, fig. 11a) resembles 
the paintings of Thamyras as a favorite of the Muses: 
there are small Erotes about, and the attitude of the 
various figures, nearly all of them seated, suggest 
calmness and relaxation. But here, in addition to Mou- 
saios and four Muses (Melpomene, Erato, Kalliope, 
and Terpsichore), we see two new groups: Aphrodite 
is present, along with Peitho and Harmonia as mem- 
bers of her retinue; and Deiope, the wife of Mousaios, 
sits near him with their small son, Eumolpos. The 
story, if any. connected with this scene is not known, 
but it is the earliest evidence of Mousaios as a Thra- 
cian, as well as of Eumolpos and Deiope as his son 
and wife.“ 

The instrument of these mythological Thracians 
also appears in scenes of two other sorts that are not 
directly related to the oncs discussed above. Paintings 
on a group of six vases present similar versions of a 
contest scene; a kitharist (with a Thracian kithara) on 
(or mounting) a podium who is attended by one or 
two winged Nikes bearing fillets or prize vases, as in 
figure 12.^ On this vase there is a bearded judge 
seated on the right with a long staff to indicate his 
office, but on Munich 247! the Nike sits as judge, staff 
in one hand and prize hydria in the other. On the other 
vases there is no judge, though on Villa Giulia 5250 a 
woman sits on the right with a hydria beside her, and 
on Athens 1183 a bearded man stands on the left, 
leaning on his walking staff. On two vases where the 
Nikes bring fillets, there are no prize vases, but on 
both Athens 1183 and Munich 2471 there are two, and 
on Villa Giulia 5250, one. In the painting on Athens 
1183, one of them sits on a stand near the podium. 

The kitharists in these paintings appear to be boys 
who have not attained their full growth (except on 
Villa Giulia 5250 and Florence 4006), and their cos- 
tumes are not specifically Thracian (that is, like those 
of Mousaios and Thamyras), though in figure 12 and 
Florence 4006 they wear chitons that reach only to 
mid-calf under decorated tunics, and the kitharist on 
Munich 2471 wears an elaborately decorated full- 
length gown. It is of course Possible that some un- 
known part of the story of Thamyras (whose life, we 
must suppose, involved contests) is Tepresented here; 
but there is nothing in the paintings to tell us so and 
we may speculate that any young victor in a musical 
contest might be flattered to receive a vase with a 
painting that suggests that he is the heir of legendary 
mRuüsicians. 
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The other variety of scene not directly related to 
the Thracian musicians occurs only once, on New York 
25.78.66 (fig. 13).* Here three chorus members, des- 
ignated by the inscription as "singers at the Pana- 
thenaia" and costumed and masked as old satyrs, 
white-haired, white-bearded, and "hairy" (covered 
with white fleece), play instruments of the sort we have 
been discussing. while their aulos player looks on but 
does not play. It has been suggested that they are tak- 
ing part in a contest of dithyrambs (songs honoring 
Dionysos), since there was such a contest at the Pana- 
thenaia, and since we have no reliable evidence that 
satyr plays were part of that festival; but there is also 
no evidence that the chorus for a dithyramb was cos- 
tumed. In any case, whether the chorus is to perform 
a dithyramb or a satyr play, we have little indication 
of the reason why they carry these unusual instruments 
that have Thracian associations.” But for the inscrip- 
tion, one might speculate that the scene depicts a satyr 
play with the Thracian subject." We are at a loss, 
however, to explain why the chorus for a dithyramb 
might carry such instruments, unless perhaps they 
somehow reflect the presumed Thracian-Phrygian or- 
igins of Dionysos, in whose honor the dithyramb was 
sung. 

The players of this unusual kithara stand or sit, as 
the formality of the occasion requires, and they hold 
the instrument upright, or tipped outward slightly, just 
as Apollo's kithara is held. The left hand, behind the 
strings, seems to be used as it is with all the other 
lyres; and although there are only a handful of clear 
examples, most of them show the left hand used for 
plucking (figs. 10 and 13). The right hand is also in 
use in only a few cases, but all the stages of the stroke 
of the plektron are represented; the hand close to the 
body (fig. 13), over the strings (figs. 10 and 13 and 
Other paintings), and beyond the strings (Florence 
4006 and others). Figure 13, center figure, even offers 
а rare example in which the plektron may be touching 
à string below the bridge (see discussion of this in 
chap. 3). Except for the satyrs in figure 13, none of 
the performers appears to be singing, and only two of 
them (Thamyras on the Basel lekythos and the con- 
testant on. Munich 2471) are tuning the instrument, 
placing their fingers around the crossbar in the same 
manner as do players of other kinds of lyres. On the 
Basel lekythos Thamyras can be clearly seen using his 
thumb and first finger to turn a single kollops. — 

The painters do not agree at all on how this in- 
strument should look, and even the same painter тау 
Eve it different characteristics on different vases (see 
figs. 10 and 11a), so that it becomes apparent that it 
Was an instrument that they had rarely seen (perhaps 
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only at the theater?).* Its most reliable identifying 
characteristics are the general shape of its widely curv- 
ing, rather short arms, its barbitos-like crossbar fit- 
tings, and its soundbox (broad and not very high, with 
a flat base). Even these features may be somewhat 
changed, as in figure 10, where the arm shape has been 
conflated with that of the standard kithara (but the 
Shape of the short soundbox—which is wider than the 
arms—has not). The sparseness of the evidence makes 
it impossible to estimate the size of the instrument or 
to comment on the number of strings shown. 

The arms of the instrument, in all but four cases, 
have small protuberances along both sides (figs. 9 and 
11a) or appear segmented or tightly twisted (fig. 12), 
the latter type especially suggesting animal horn.” 
There are knobs on the crossbar in all but three ex- 
amples. The soundbox is usually not very tall but 
broader at the top, and in six paintings we can see that 
the lower corners have an indentation, curved as in 
figure 13 or square cornered as on Florence 4006.*! 

In some cases, such as figure 10, however, the iden- 
tification can be made partly on the basis of still other 
characteristics: the decorative bands, wide or narrow, 
around the front edge of the soundbox, at the top and 
sometimes along the sides and bottom (all but three 
examples); and the small circles on the front of the 
soundbox, a characteristic shared with the phorminx 
(all but four of the complete examples).*? Four of the 
paintings exhibit in addition a broad horizonta! band 
across the front of the soundbox, which may be 
painted a different color, as in figure 9. 

Like the standard kithara, the Thracian kithara has 
a cloth hanging from behind it (all but four examples), 
often decorated with a characteristically Thracian zig- 
Zag pattern (figs. 11a, 12, and 13). As with all the 
other lyres, the soundbox has a bridge and lower string 
fastener of the usual shapes, the crossbar has kollopes, 
and the instrument is provided with plektron, sling, 
and sash (all visible in fig. 13). The player on the right 
in figure 13 has a plektron with a clearly visible head, 
narrow neck, padded handle, and short "tail" where 
the leather of the handle is tied closed.” The sash itself 
has a pattern (but not the same pattern as the wrist 
sling, apparently) and a fringe in figure 10—it is 
clearly a narrow band of cloth (fillet). . 

L. Talcott and B. Philippaki, who have pointed out 
the difficulty with calling the instrument the Tha- 
myras kithara,” have suggested that, because the arms 
$0 often have small protrusions along them, a more 
suitable name might be the “horned kithara."** Here 
too, however, there is a difficulty. for some of the in- 
struments surveyed. among them figure 13 and Oxford 
530, do not have this feature. 
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What is certain is that, at least to the Athenian 
mind, the instrument had Thracian associations 
(whether it was truly a Thracian instrument or only 
the Athenians’ idea of what a Thracian lyre might look 
like). The conflation of the arm shape in figure 10 with 
that of the standard kithara makes it evident that the 
instrument of the Thracian musicians was regarded as 
a kind of kithara. For the time being, then, we must 
refer to it as the Thracian kithara and hope that some 
of the mysteries concerning it will be solved by future 
investigations. 


Harps 


Harps, which had been lacking in the art of the Greek 
world for nearly two millennia (since the time of the 
Cycladic harp-player figurines, ca. 2200 в.с.; see chap. 
1), make their second entrance into the visual arts as 
well as into literature just after the middle of the fifth 
century. 


Terminology 


The names of harps that are examined in this chapter 
occur in the literature of the period under study less 
frequently than names like barbitos or kithara, and 
the available sources do not allow us to connect a spe- 
cific name with a specific instrument depicted on a 
given vase painting. As various types of harps and 
Other less traditional stringed instruments became in- 
creasingly popular in the Hellenistic and Roman pe- 
riods, the distinctions in terminology, along with the 
ever-present Greek concern with “first inventors,” 
caught the attention of writers such as Athenaeus (sec- 
ond century 4.D.), as well as lexicographers such as 
Hesychius of Alexandria (probably fifth century A.D.) 
and the compilers of the Suda (roughly tenth century 
A.D.). The paucity of sources from the Classical era 
on any one type of harp or other less common stringed 
instrument tempts one to rely on such very late and 
questionable evidence. Here, however, we include only · 
sources that can reasonably be dated to the fourth 
century or earlier, with an occasional glance at slightly 
later authors.* These, together with the artistic evi- 
dence, make it clear that although harps never 
achieved the status of most of the other stringed in- 
struments already discussed, they did nevertheless play 
an important role in Greek cultural life, particularly 
for women musicians, both amateur and professional. 


Pektis 


As we noted in chapter 2, the word pektis is one of `` 
the few names for Greek instruments that is Greek; it 
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derives from the verb pegnuein, “to fasten.” There is 
little doubt that it was a harp. for, in addition to the 
references to plucking (psallein) rather than "striking" 
(Krouein) the instrument with a plektron, we have Pla- 
10/5 statement that the pektis (along with the rrigonon) 
is a many-stringed instrument, in contrast to the lyre 
and kithara." As we saw in chapter 2, it is one of ће 
two carliest names for harps to appear in extant lit- 
erature, occurring in Sappho, Alcaeus, and Ana- 
kreon. The evidence cited already (from Pindar and 
Herodotus) suggests that the Eastern Greeks bor- 
towed the instrument from the neighboring Lydians; 
the Lydian identity of the pektis is further confirmed 
by a fragment from Sophocles that refers to the “һаг- 
monious tuning (syngchordia) of the Lydian pektis.” 
In addition some lines from the fourth-century dithyr- 
ambic poet Telestes speak of Grecks thrumming a 
Lydian song on “high-pitched pektides."** The non- 
Greek aura associated with the instrument was evi- 
dently still felt well over a century after Anakreon's 
time. for the fourth-century Aristoxenos is quoted as 
calling "foreign" the pektis, magadis, trigonon, and 
various other instruments discussed in chapter 7.” 
Similarly, one of Aristoxenos’ contemporaries de- 
scribes the pektis as “boasting a foreign Muse." 

Much more than the various lyres, the pektis is 
noticeably (but not exclusively) associated in Greek 
literature with women players. Nevertheless, in its 
Lydian homcland the instrument was evidently used in 
Masculine contexts, particularly to provide music for 
military marches; Alyattes. a Lydian king of the sixth 
century, is reported by Herodotus to have marched his 
troops to the music of syrinx. pektis, and auloi." Fur- 
thermore, Anakrcon. one of the Eastern Greeks 
through whom the pektis may have become known in 
mainland Greece, speaks of both a male dancer and 
a male serenader who play the instrument. 

The later. feminine associations of the pektis are 
perhaps reflected in the Hellenistic tradition that Sap- 
Pho was the “first player” of the instrument. (As we 
saw in chap. 2. she does mention the Pektis in two 
fragments.) In any case, nowhere in the literature of 
the Classical period, except for the Herodotus passage 
just cited, do we find mention of the use of the pektis 
for military purposes: instead, it is described as a 
woman's instrument. Diogenes of Oinomaos (of un- 
known date, perhaps fourth or third century в.с.), for 
example, Prov ides the following vignette of Lydian and 
Bactrian maidens who Worship the virgin goddess Ar- 
iemis in a grove while they dance and Play the aulos, 
magadis, and "triangular" pektis: 
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But I hear that the Lydian and Bactrian maidens 
Living by the river Halys worship Artemis, 

The Tmolian goddess, in a laurel-shaded grove, 
Striking the magadis with motions responding 
To the pluckings of the triangular pektides, 
While the welcome aulos, in a Persian tune, 
Sounds іп concord for the dances.” 


xiv дё Лобас Baxroíag te zapgévovc 
лотоџф zagoixous "Али Tuwhiav Өғду 
бафубохіоу xat’ ăłooç "Aprtjuv oéßeiv 
yazuoic toiyóvwv лтхтїдшу т’ дутиббуоцс 
Odxois xoexotoas ибуабіу, Ev6a Tlepgouxo 
удиш ЁкушбЕЇс а?д0с̧ óuovoti yopoic. 


A scene in Aristophanes' Thesmophoriazusae likewise 
Suggests that the pektis was regarded by the Greeks 
as an instrument played chiefly in contexts appropriate 
for women musicians; here the character Euripides, 
posing as an old lady, is described by the chorus as 
carrying the pektis, which we may assume is supposed 
to contribute to his female disguise. 

The literary sources are especially unrevealing of 
the construction and technical features of the pektis. 
The manufacture of the instrument is referred to in a 
list of various types of stringed instruments in a frag- 
ment from a fourth-century comedy called the “Гуге- 
Maker" (Lyropoios): 


1 used to make barbitoi, trichordoi, pektides, 
Kitharas, lyres, and skindapsoi.** 


£yà òè Baofiírovc, тоубодоус, лтхтїдас, 
зибйоас, А00ас̧, oxivóayóv éEgorvóuav. 


But little is said of how the instrument was made or 
of the technique of playing it. One fourth-century 
source, Sopater, is quoted as having called the pektis 
dichordos; since the interpretation "two-stringed" 
makes little sense in connection with an instrument of 
the harp type, some scholars have suggested that the 
term should be taken as meaning "double strung.” 
The representations of harps neither confirm nor deny 
the possibility of literal double stringing (two sets of 
Strings side by side); it may be that for each string 
Tuned at a given pitch there was another string tuned 
at the octave (see below on the magadis). 

The instrument is further described as "'triangu- 
lar" “high-pitched.” and “tall,” but the latter two ер!- 
thets do not tell us much since we do not know to what 
the pektis is being compared. The description "tri 
angular" confirms the identification of the pektis as а 
harp. as does the reference to plucking in the following 
fragment from a tragedy of Sophocles: 
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And many a Phrygian trigonos . . . [verb lacking] 
And the harmonious tuning of the Lydian pektis 
Sounds in accord its answering pluckings,* 


лоді д2 ФоўЁ ro(yuvoc dvtionacrd тє 
Лод ёрудуї лхтїдос суууоодїа 


А certain degree of complexity is implied in the ban- 
ning of the pektis by Plato, who says that it is “poly- 
harmonic" (that is, capable of being tuned according 
to many harmoniai), and by Aristotle, who includes it 
among а list of instruments that require “manual dex- 
terity" and that are designed to give pleasure rather 
than edification to the listener.” Some suggestion of 
antiphonal performance may be contained in the var- 
ious adjectives applied to the instrument that are com- 
Pounded with anti- ("opposite"), such as antispasta in 
the above fragment ("answering pluckings’’) and psal- 
mon antiphthongon (“plucking that sounds in return") 
in Pindar.” 


Magadis 


The magadis (probably a Lydian name, see chap. 2), 
like the pektis, is mentioned as early as the Archaic 
period by poets such as Alkman and Anakreon. The 
identification of the magadis as a harp or psaltery can 
be made on the basis of a fragment from Anakreon's 
Poetry which indicates that it was a plucked instrument 
of many strings: 


Holding the magadis I pluck its twenty strings; 
But you, Leukaspis, are in the bloom of youth.” 


yall Ó' eixoot 
tyogdaia uáyaóivt Frwy, 
"© Aeúxaom, аў д' Bats. 


There is little information in Greek literature 
about the occasions on which the magadis was played, 
but if Aristoxenos' view (Ath. 635e) that magadis and 
pektis were two names for the same instrument is cor- 
тесі, we can assume that the magadis, too, was asso- 
ciated with dancing and serenades and that it was 
commonly but not exclusively played by women mu- 
Sicians. A third-century в.с. author is quoted as having 
said that the magadis was popular on the island of 
Lesbos and that an “ancient” (presumably Archaic pe- 
riod) sculptor by the name of Lesbothemis had rep- 
resented one of the Muses holding the instrument. 
Other than this reference, and Anakrcon's lines about 
Playing the instrument himself, there is no information 
of a literary sort about players of the magadis. 

In addition to the information from Anakreon that 
the magadis had twenty strings, we arc also informed 
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by Aristoxenos (assuming that he is correctly quoted 
by Athenaeus) that these were sounded by the bare 
fingers without the aid of a plektron.?? 

The virtuosity required to play the magadis is al- 
luded to in the following lines from a dithyramb writ- 
ten perhaps about the turn of the fourth century by 
the minor lyric poet Telestes: 


Each man hurling forth a different sound from 
the others, 

Roused up the horn-voiced magadis, 

Turning his hand quickly back and forth across 

Five-staved joinings of the strings 

Like a runner at the turning post.” 


Лос д' й4Лах xAayyàv (eic 

xepatógovor géie uáyaów, 

[év] zerracoáfióo хоода» ардиф 

xé0a xappidiaviov dvacrewpav таҳос̧... 


Several technical points are of interest here, some of 
which are obscured by the elaborate locutions char- 
acteristic of dithyrambic poetry. The epithet horn- 
voiced" (keratophonon) has been taken by some to 
refer to the striking of the strings with a horn plek- 
tron.’ It is possible, however, that the horn refers 
either to some structural element of the instrument 
itself (perhaps reinforcement for the soundbox?) or to 
the resemblance of the instrument's tone to that of a 
signal horn.” (We may recall that the pektis was used 
as an accompanying instrument for military marches, 
according to Herodotus, and therefore must also have 
had a reasonably good carrying power.) Further, the 
word for "sound" in the opening line (klange) nor- 
mally conveys the idea of a sharp noise such as the 
scream of birds. 

The comparison of the hand's swift motion across 
the strings with a runner changing direction at the 
turning post of the stadium race coursc seems to allude 
to the skill and virtuosity required for playing the ma- 
gadis, but the description of the strings is less clear. 
All the evidence suggests that Athenaeus is wrong in 
interpreting "five-staved joinings of the strings” ([еп) 
pentarrabdoi chordan arthmoi) as referring to a ma- 
gadis with only five strings. The five staves or rods 
must refer instead to some structural feature in the 
arrangement of the strings, perhaps in five groupings 
of four strings cach. 

A further technical question about the magadis is 
raised by a description in Xenophon of Thracian sol- 
diers playing ox-hide trumpets (salpinyxin omoboeiais) 
"jn the manner of the magadis."”” A similar analogy 
occurs in a fragment from an early fourth-century 
comic writer in which a character says, “I'll speak to 
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you like a magadis, in both little and big sounds at 
once." Although this could be taken to refer to soft 
and loud volume, later reports of the capacity of the 
magadis to produce octave intervals suggest that high 
and low pitch may be meant. In the late sources such 
as pseudo-Aristotle's Problems, the name of the in- 
strument forms the basis of a verb, magadizein, which 
is used to mean “to sing in octaves.” ™ Jt appears, then, 
that the expression “to sound like a magadis" refers 
to the playing or singing of a tune in octaves. Such an 
understanding allows a reasonable interpretation of a 
late fourth-century comic fragment in which the verb 
magadizein also appears: 


It's a bad idea for a boy and his father and mother 

To be put on the torture rack and made to sing in 
octaves [magadizein} 

Since not one of us will even sing the same tune.” 


лоут]оду иду xai xatépa xai ugréga 
goriv uayaó(teiv éxi тооуой хадтиќуоъс` 
ovdeic yao rav тайтду docrat péos. 


The fragment seems to allude to the practice of ex- 
tracting testimony from slaves under torture; the 
speaker claims that far from giving consistent testi- 
mony (singing in octaves, with the boy and the mother 
at the higher octave), these three witnesses will tell 
altogether different stories. 

The pektis and the magadis are long-lived names 
in Greek literature, occurring in works dating from 
the Archaic through the Hellenistic periods. Accord- 
ing to a second-century a.c. author, Apollodorus of 
Athens, the name magadis had fallen out of use by his 
time and had been replaced by the more gencral term, 
psalterion, “plucked instrument” (from psallein, “to 
pluck").* 


Trigonon 


The name rrigonon, meaning (literally) "three-cor- 
nered.” first appears in fragments from the plays of 
Sophocles, Pherekrates, and Eupolis in the second 
half of the fifth century. The obvious reference to tri- 
angular shapc contained in the name, as well as the 
use of the name in connection with psalicin. leave no 
doubt that the trigonon was a harp. Whether the term 
was applied to a particular Variety of harp, as some 
Suppose. or was merely а generic name used to de- 
scribe any Greek harp (which were all of essentially 
triangular shape). we cannot tell for certam.* It is 
perbaps significant that except for the word pektis, tri- 
konon is the only name of a Greek stringed instrument 
that is clearly a Greek word. Could Sophocles and his 
coatemporaries have been using this simple descriptive 
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designation for various instruments that bore foreign 
names and were still relatively unfamiliar to Athenian 
(if not Eastern) Greeks? At any rate, Sophocles him- 
self emphasizes the foreign nature of the instrument 
type when he speaks of the Lydian pektis sounding in 
concord with the Phrygian trigonon.” Apparently 
both names, despite their Greekness, were firmly as- 
sociated in Sophocles’ mind with the music of Asia 
Minor. 

Information about the trigonon from literary 
Sources is scanty, but what little there is again makes 
clear that harps were considered appropriate instru- 
ments for women musicians. The fullest description of 
its use occurs in a longer-than-average fragment from 
Plato the comic writer (not the more famous philos- 
opher), whose works date from about 425-390 в.с. At 
the opening of the fragment a staff of servants is con- 
versing about a dinner party, and after an interval the 
Steward returns to the kitchen to report how the after- 
dinner entertainment is progressing: 


The libation has already been poured, and 
they've been drinking 

And singing a drinking song, and the kottabos 
game has been taken away. 

Some girl playing the auloi is piping a Carian 
tune 


For the drinkers, and 1 saw another one with her 
trigonon 


Who was singing some Ionian tune to its 
accompaniment.™ 


Олоудђ) nev ij yéyove, xai rivovrés eio: nógpo. 
xai охбйлоу rotat, хбттабос à éoiyetar Өбоабе. 
atdoiic à' Éjovoá ric хоріохп Kagixov u£Aoc (т!) 
ШЕЙ єт тоё оуилбтацс̧, xàiÀnv to(yuvov eióov 
čxovoav, 1 д' dev лоду abrd uéloc ‘lwvexdv tt. 
The musicians referred to in this fragment probably 
fall into the category of hired entertainers about whom 
we have some specific financial information from later 
in the fourth century, when their wages were kept un- 
der state control (see chap. 7). There is an abundance 
of vase paintings that show female aulos players per- 
forming for a gathering of male symposiasts, but de- 
Pictions of harpists in similar scenes are not SO 
Common. 

Another comic fragment probably dating to the last 
quarter of the fifth century demonstrates that men also 
Played the trigonon: 


It's old-fashioned to sing the songs of Stesichoros. 
Alkman, and Simonides. i 
Now it's in to listen to Gnesippos, who has fashioned 


а 03 
Night-time songs for adulterers to sing to the 
iambuke and trigonon, 


And thus to lure their ladies out.” 
та Ernowydgov тє хай Адхийуос Zyuwiĝov TE 
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фдєу doyaiov- 6 òè Tvijouxztog Egor’ дхойау, 
óc vuxtegiv’ eve potyoic ouat’ éxxadeioGat 
yvvaixag Eyovrac iauBixny re xai toiywvov. 


The contrast between the respectability of the old lyric 
poets and the dubious purposes for which Gnesippos’ 
tunes are supposedly designed seems to Suggest a low 
status for the accompanying instruments as well, the 
trigonon and the iambuke (probably a type of harp or 
lute; see chap. 7). This is confirmed in another comic 
fragment by the same poet (Eupolis), which describes 
a male performer's obscene gestures in an unknown 
context: 


. . . You who play the drum well 
And strum upon trigonons, 

And wiggle your ass 

And stick your legs up in the air.” 


- 66 xadds иёу tuuxaviteug 
xai óiayáAAeu rotyóvoig 
xánuxivei taic xoyóvatg 

xai т\бєї; ávo oxédy. 


Given these associations, it is perhaps not surpris- 
ing that the trigonon is specifically singled out by both 
Plato and Aristotle as not being appropriate for the 
ideal state they envision (see chap. 7). 


Harps in the Vase Paintings 


Three kinds of harps can be recognized in the vase 
paintings of the latter half of the fifth century, all of a 
Size that sits on, or next to, the player's knee and 
reaches as high as the top of the player's head, or 
somewhat higher." Ali three have a separate soundbox 
and neck, jointed together; that is, they are not "bow 
harps" with those two functions served by a single 
curving piece, as is the case with some Egyptian harps. 
Unlike the Cycladic harp, all of these have the neck 
at the bottom, lying horizontally in the player's lap. 
One of these harps is an "angle harp"—open, 
Without a post to connect the upper end of its arched 
soundbox to the end of the neck below (fig. 14). The 
other two types, like the Cycladic harp, are “frame 
harps,” with a post connecting the soundbox and neck 
to make a triangular frame and strengthening the 
Structure so that it might have carried a higher string 
tension. These frame harps would have been the ones 
for which the name trigonon (“triangle”) would have 
been most appropriate. One of the frame harps has а 
arched soundbox like that of the angle harp (fig. 15); 
in fact, except for the presence of the post, there is in 
Most cases little difference between them. The second 
Variety (fig. 16), however, has a soundbox of a differ- 
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ent shape, widest in the middle (roughly spindle 
shaped), angular rather than curved, and held away 
from rather than against the player.” 

Though the angle harp with arched soundbox and 
NO post is to be found in the earliest of the fifth-century 
harp representations that has come to light (London 
Е 27), ca. 440 s.c.; sec chap. 4, fig. 5), it is not often 
seen before the fourth century. Only two other fifth- 
century Athenian representations have been found, 
опе on a vase and one on a rock-crystal seal stone 
(London 529), as well as two from southern Italy, one 
on a vase (Naples 81392, fip. 14), the other a terra- 
cotta relief now in Heidelberg. In all five of these тер- 
resentations this instrument is in the hands of a 
woman: two of them are Muses (London E 271 and 
Naples 81392) while another two, on Athens 15308 
and the Heidelberg relief, are female entertainers who 
sit at the foot of a banquet couch on which a young 
man reclines." These must be professional psaltriai 
(from psallein, “to pluck”; psaltria = “опе who 
plucks"); we first hear of them in a fifth-century frag- 
ment of a tragedy by lon of Chios, in which the Lydian 
Queen Omphale bids her Lydian psaltriai to sing." No 
specific instruments are mentioned in this passage, but 
since only harps are plucked—lyres are struck 
(krouein)—there is no doubt that the psaltriai are 
harpists. 

All the players of this angle harp are seated and 
hold the instrument on the knee with the soundbox 
close to the body and the longest strings farthest away, 
plucking its strings with their fingers—there is no plek- 
tron involved. The harpists on London E 271 and Ath- 
ens 15308 tilt their heads down close to the soundbox, 
as though listening closely to the notes being played. 

The soundbox of this angle harp, tall and arched, 
grows broader toward the top, thus permitting the 
longest strings to have a large resonator. Though there 
are apparently buttons or pegs of some sort along the 
inner edge of the soundbox on London E 271, around 
which the strings might be fixed, the painting on Na- 
ples 81392 (fig. 14) makes it clear that the adjustment 
of the strings was done at the neck: here we see 
rounded objects showing above and below the nartow 
rod that serves as a neck, objects that resemble the 
kollopes of the lyre and probably indicate a similar 
manner of tuning. The number of strings indicated 
varics grcatly—figure 14 has only about 9; another 
example has 11, another 13, and опе (the smallest of 
all, on the scal stonc) has approximately 32! 

On Naples 81392 (fig. 14) there is a separate bar 
beneath the neck but not visibly connected to it that 
serves as a base to keep the neck from contact with 
the player's knee, thus both protecting the tuning and 


152 


improving the resonance. This feature can be dis- 
cerned more often on fourth-century harps; whether 
it was always present (and overlooked by the painters) 
we cannot know. 

The side of the soundbox, on Athens 15308, is or- 
namented with a chain of small circles and arcs. Harps 
of this shape, with or without post, are often given a 
painted decoration along the soundbox in the fourth 
century, and those from southern Italy are also often 
provided with a crest of points, as in figure 14. It is 
easy to imagine that such a harp might have been con- 
sidered “Phrygian,” since the effect resembles the de- 
signs on “Phrygian” caps (as represented by Athenian 
artists). 

There is little doubt that the angle harp came to 
Greece ultimately from Mesopotamia, where similar 
instruments are found in both Babylonian and Assyr- 
ian representations. although the soundbox of the 
Greck harp is more curved than in examples from 
these cultures.” Later evidence of harps in this form 
comes from Cyprus, Egypt. and other parts of the 
Near East; it seems most likely that they came to 
Greece by way of Cyprus, perhaps first to the East 
Greek mainland and islands and later to central and 
western Greece. While they had been accepted (at 
least for some purposes) bv Athenian Greeks in the 
latter half of the fifth century, we do not know how 
long they had actually been in use— whether they were 
newcomers, or old, well-established, but little- 
regarded parts of the Greek instrumentarium. 

The frame harp with arched soundbox is seen even 
less often in the fifth century than its look-alike. the 
angle harp. Only one Attic representation has come 
to light, on Berlin Staatl. Mus. hydria 2391, dated 
450-25 а.с, (fig. 15); ana there are at present only two 
fifth-century ltaliote representations of this harp avail- 
able, Berlin 3291 and Munich 3268, though it is well 
represented on fourth-century vases from southern 
Italy (these carly examples lack the row of Points along 
the soundbox that is characteristic of the later Italiote 

5)." Here too all the players аге women Muses 
on Berlin Staatl, Mus. 2391 (fig. 15) and Munich 326$ 
On Betlin 3291 we sec Heracles in the Company ofa 
number of women, one of whom may be Omphale 
Whose Lydian psaltriai were mentioned by lon of 

| Chios. The players are seated except for the Muse о 
Berlin Staatl, Mus. 2391 (fig. 15—it is not clear how 
her harp is supported); she and the Muse on Munich 
3268 (who tilts her head close to the *Qundbox) pi ү 
the strings with both hands, the left hand ноб ia 
the longer strings. (For further discussion of icis 
Mique. see chap. 7.) d 
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. The soundbox of this harp has painted decoration 
along the side, and in two of the paintings it becomes 
wider at the top. as does that of the angle harp. But 
the third vase, Berlin 3291, shows a harp with a sound- 
box that does not become wider and that also turns 
up at the top in a suggestion of an S-curve, a shape 
seen on no other fifth- or fourth-century example. This 
instrument also has an upright post crudely shaped to 
resemble a swan (with long neck and short legs), a 
design executed with more grace by fourth-century 
Italiote painters who turn the bird into a crane (with 
Shorter neck and longer legs; see chap. 7). Beneath its 
neck is a separate base apparently attached only to the 
soundbox and not connected to the outer end of the 
neck. The two other instruments do not have such a 
base, and none of them has an indication of how the 
strings are adjusted at the neck, though on Munich 
3268 we can see that the strings are wound around the 
neck, free ends dangling. The harp on this vase, which 
is quite large (a head taller than the player as she holds 
it in her lap), has a soundbox that does not curve 
forward a great deal, so that the post runs diagonally 
from its upper end to the end of the neck. The smaller 
harp in figure 15, which has a more arched soundbox, 
has a rather thick upright post with an interesting de- 
tail at the bottom—the post appears to go through the 
end of the neck and extend perhaps five centimeters 
below it, ending in an onion-shaped ornament. Notice 
also the circular ornament at the joining of neck and 
soundbox. Fourteen strings show in this painting, with 
тоот for perhaps two more; Munich 3268 appears to 
have at least 13. 

The representations of the other type of frame 
harp. the "spindle" harp (fig. 16), belong mostly to 
the fifth century, and none of them was made in Italy.” 
Of eight fifth-century examples, four are by a single 
painter, the “Washing Painter.” All the vase paintings 
can be dated ca. 430—420 в.с., and the other items 
belong to the late fifth century or to the end of the 
century,” 

This harp differs from the others in several impor- 
tant respects. In addition to the post that completes 
15 triangular frame, it has a soundbox that is “spindle” 
shaped. that is, widest at the midpoint and tapering at 
both ends; the instrument is generally held with the 
Soundbox away from the player, and in the majority of 


Cases the longest strings are the ones closest to the 
player. 


3 s Muse Melpomene plays this harp on New York 
71-11-23, figure 16, and an unidentified Muse carries 
e Ferrara Т.127, figure 11b (these scenes, the first 

‘ith Mousaios and the second with Thamyras. are dis- 
Cussed above under Thracian Kithara). But all four 
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paintings by the Washing Painter are scenes of wed- 
ding preparations, showing a bride and the women at- 
tending her; in three of them, it is the bride herself 
who plays the harp. Only on seal stones (London 563; 
Leningrad, unnumbered) is the harp played by a 
young man, who may represent Dionysos, for on the 
later stone he sits on a panther skin. 

The players of this frame spindle harp, like those 
who play the other varieties, are usually seated, but 
they stand on Athens 14791 and Ferrara T.127 (fig. 
11b), neither of which shows how the harp is sup- 
ported when the player stands. On the latter vase the 
harpist may have her left forearm underneath the base 
and play only with her right hand; the vase is cracked 
and very worn in this area. This player also has the 
spindle-shaped soundbox next to her body, so that the 
strings are reversed—longest strings the farthest away, 
as with the arched angle and frame harps—a way of 
holding it seen only on one other example, seal stone 
London 563, where the player is seated. In most cases, 
the players pluck the strings with the fingers of both 
hands, with the post tucked against the left shoulder 
and the harp supported on the left thigh.” Since the 
representations are few and several of them are dam- 
aged, the details of technique and the difference in 
technique (if any) created by string lengths that run 
opposite to those of the angle harp cannot be assessed. 
In general, this harp appears to have been played in 
much the same manner as were the others. 

The handful of artists who have left us represen- 
tations of this frame harp with spindle-shaped sound- 
box either did not see the instrument often, did not 
observe it carefully, or were acquainted with a great 
variety of harps of this general shape. Or perhaps they 
created apparent differences through their experi- 
ments with the use of perspective. Whereas three of 
the harps by the Washing Painter (all but Würzburg 
H 4455) have a post and neck of about the same 
length, the post is as much as a third again longer than 
the neck in the rest of the fifth-century examples. The 
Washing Painter shows us harps with post and neck 
forming a right angle; the rest of the artists make the 
angle somewhat 1е55.% 

There is no consistency whatever as to the angle at 
which the strings are stretched: on Ferrara Т.127 (fig. 
11b) and New York 16.73, they run approximately at 
right angles to the neck and parallel to the post; on 
the seal stones they are still all parallel to the post, 
but the post is not at a right angle. On New York 
07.286.35 and 37.11.23 (fig. 16) they seem to fan out 
from the post. But the oddest of all string arrange- 
ments is to be seen on Athens 14791 and Würzburg H 
4455 (fig. 17), two vases on which the Washing Painter 
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has made the strings, all parallel, run from the sound- 
box into both the neck and the post! While this seems 
an unlikely arrangement, it does have the advantage 
that the longest strings run from the center of the 
soundbox, where it is deepest and has the most reso- 
nating capacity. 

The Washing Painter's harps have about twenty 
strings, except for New York 16.73 (fourteen).? Only 
on New York 37.11.23 (fig. 16) and on the Attic grave 
relief (see n. 92) can we see how the strings are ad- 
justed: in figure 16 a series of small black dots on 
either side of the neck indicates the kollopes. A sep- 
arate base rod underneath the neck, protecting the 
tuning and improving resonance, is (as in the case of 
the other harps) seldom seen in fifth-century repre- 
sentations. Only the grave relief and seal stone London 
563, as well as the later Leningrad seal stone, have it. 

The spindle-shaped soundbox, which is quite nar- 
row in figure 16 and on seal stone London 563, appears 
wider in the other examples and. tapers to a point 
(which overruns the meeting with the post) only at the 
top of the Washing Painter's works; the lower end, 
which stops where it joins the neck, does not taper 
quite so much. This painter seems to try to indicate 
the three-dimensional shape of the soundbox: except 
on New York 07.286.35, there is a curved contour line 
that touches the outer edge of the soundbox at the 
center, the widest part, and ends at the inner edge, 
above and below, halfway between the middle and the 
ends, as though to suggest that the soundbox bulges 
on the sides and is deeper in the center, especially at 
the inner side. 

In figure 16 and on all the harps by the Washing 
Painter except New York 16.73, the soundbox is dec- 
orated with dots (studs of some sort) that run along 
the edges and contour lines and sometimes form pat- 
terns that are repeated down the middle; there may 
even be a line of dots along the post. The harp on New 
York 16.73, however, has only a plain border of double 
lines along the edges and contour lines of the sound- 
box, and along the rather broad post. On Ferrara 
T.127 (fig. 11b) the only decoration consists of lines 
of small zigzags that run horizontally across the sound- 
box from top to bottom; on seal stone London 563 the 
instrument has no decoration except for a three- 
pronged crown-like ornament at the top, where post 
and soundbox meet. 

Since frame harps in this form (with spindle- 
shaped soundbox) have not been found in other Near 
Eastern cultures, it may be assumed that this partic- 
ular version of the frame harp is Aegean in origin. 
Though it appears only in the late fifth century, it тау, 
of course, have been in use (in Athens, at least, evi- 
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denily only among women) for decades or even cen- 
turies before that time. But when we first encounter 
it, its day was already coming to a close, for it is 
scarcely seen in the fourth century. It may be that the 
place of this apparently indigenous instrument was 
gradually usurped by the imported or adapted foreign 
harps. the angle harp and frame harp with arched 
soundbox. Two small details are perhaps worth noting 
in this regard: first, that there are no professional psal- 
triai among the players of spindle harps that we now 
know, whereas there are several among the players of 
the arched angle and frame harps; and second, that in 
two cases we see the spindle harp reversed so that it 
is held in the same manner as the angle harp, sug- 
gesting that this method was beginning to win favor, 
which may in the end have helped the arched angle 
and frame harps to prevail. 

Since there ure all together fewer than a dozen and 
a half fifth-century representations of these three 
kinds of harps, it is not surprising that we have no 
examples that show the harp being tuned and that we 
do not tind any singers to the harp, although it is seen 
in the company of other instruments (all the lyres, 
auloi, and tympanon) thanks mainly to the paintings 
of the Muses, who play all these instruments. It is clear 
that іа the late fifth century the harps, like the phor- 
minx, were almost exclusively women's instruments, 
which helps to explain why they are so seldom seen; 
why they do not appear on coins or in sculpture (ex- 
cept for onc relief) or on any other objects except for 
the small group of vases and a seal stone; why there 
is no first inventor reported in the literature, as there 
is for many instruments (though а woman, Sappho, 
was proposed in Hellenistic times as the first player); 
and why there is no god for whom the harp serves as 
attribute (though in the fourth century there is cer- 
tainly an association with Aphrodite; sce chap. 7). 


An Eleven-stringed Harp? 


As we have scen in chapter 3, ane of the most vexing 
questions about the construction and technique. of 
Playing instruments of the lyre type in the fifth сеп 
concems the literary references of the last part of the 
century that raise the possibility of increased numbers 
of strings. We concluded that at least as far as Timo- 
theus Was concerned, his innovations were in all prob- 
ability matters of style and technique, and not of the 
addition of strings to the kithara, а development fo 
which there is no evidence in the vase Paintings The 
vase paintings do. however, point to a sudden Ж; 
larity of harps in Athens during the last part bis ча 
century and suggest that these were the Sunt: 
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that elicited references to many-stringed" or “тпапу- 
noted" instruments. 

The chief evidence from the fifth century that re- 
mains to be considered is a four-line elegiac fragment 
by Ion of Chios that probably belongs to the third 
quarter of the century (Ion died sometime shortly be- 
fore 421). The possibility does not seem to have been 
suggested that the "eleven-stringed lyra" (hendeka- 
chorde lyra) to which lon refers was not a lyre at all, 
but rather one of the harps. The text of the two cou- 
plets may be literally translated as follows: 


Eleven-stringed lyre, having a flight of ten steps 
to the concordant three-road meeting of harmonia, 
Formerly the Greeks all plucked you, seven-toned, 
through fourths, 
raising up a meagre music.* 
‘Evdexdyoode Адра, óexafáuova tativ £yowa 
єїс оуифшуоўоас águovíag tgióóovs, 
aoiv uév о' Errárovov waidov 61a téooaga závrec 
"EAÀnvec олау(ау uovoav deigáuevot. . . . 


The lack of any eleven-stringed lyres among the ar- 
chaeological evidence, together with the firm distinc- 
tion that Plato maintains between lyres and "many- 
stringed” harps (see chap. 7), suggests that we should 
abandon the notion that Ion is speaking of a freakish 
kithara or chelys-lyra. If instead we grant lon some 
poetic license in his use of terminology and assume 
that “lyra” means “stringed instrument” and remem- 
ber that lyropoios, “lyre-maker,” can refer to one who 
makes harps, the rest of the fragment, especially the 
second line, whose interpretation has caused great dif- 
ficulty, begins to make reasonable sense.” 

The "three-road meeting of harmonia," we sug- 
gest, may refer to the tuning of the instrument's eleven 
Strings in three tetrachords (the tetrachord, a group 
of four contiguous descending notes spanning the in- 
terval of a perfect fourth, formed the basis of the 
Greek musical system; for example, edcb agfe [e]dcb-) 
The proposal that a harp is meant explains the use in 
the third line of the verb psallein, which is almost al- 
ways used elsewhere with reference to “plucking” in; 
Struments of the harp type. as opposed to “striking 
(krouein or paiein) instruments of the lyre type. 

Although the matter of lon's hendekachorde lyra 
cannot be resolved beyond a doubt, the above inter" 
pretation does fit the archaeological evidence. While 
ап occasional experiment with one or two additional 
lyre strings may have been tried, there is no good rea- 
Son to connect Jon's “lyre” with the stories in later 
Writers like Plutarch, Cicero, and Boethius claiming 
that during the fifth century Athenian lyres suddenly 
Sprouted excessive numbers of extra strings V o- 
Were then unceremoniously chopped off by Stern © 
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ficials at Spartan musical contests. Artemon, a first- 
century B.C. source quoted by Athenaeus, in fact gives 
a version of the excessive strings story in which the 
instrument Timotheus supposedly played at Sparta 
was not a lyre at all, but the magadis, an instrument 
said to have twenty strings. Such stories, none of which 
is earlier than the first century в.с., are better ex- 
plained as legends that reflect the sudden popularity 
of instruments such as the harp in Athens during the 
late fifth and early fourth centuries. Although all these 
stories must be viewed as dubious at best (the report 
in Boethius, for example, quotes a "Spartan edict” 
about Timotheus that is of doubtful origin), Arte- 
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mon's reference to а magadis may at least point іп the 
direction of whatever grain of historical truth is con- 
cealed in them.'® 

By the beginning of the fourth century, most of the 
instruments discussed in this chapter—phorminx, 
Thracian kithara, and (rame spindle harp—had dis- 
appeared or were just about to disappear. Only the 
arched angle and frame harps persist in the later pe- 
riod. In chapter 7, where the other stringed instru- 
ments of fourth-century Greece, the kithara and lyra, 
along with a new, rectangular member of the lyre fam- 
ily, are discussed, these two arched forms of the harp 
are considered further. 


1. Oxford 225 (1879.159), 
Attic b.f. оівосћое. 
Maenads, 


2. Munich 1416. Attic bf. 
amphora. Detail: 
Komasts. 
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3. Boston 98.887. Attic 
v.g. pyxh. Muses. 


4. London E. 185. Attic 
rf. hydria. Detail: girls 
dancing while man and 
woman look on. 
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6. Athens 1241. Attic r.f. 


5. Oxford 1920.104 (266). m Deutz Muses on 
Attic wg. lekythos. t. Helicon. 

Detail: women with 

lastraments, 





fa. Cambridge, Harvard 
1925.30.42. Attic rf, 
siamnos., Dionysos, 
macnads, and satyr, 





7. Munich ex Schoen 80, 
Attic м.р. lehvthos. 
Detail: Mave oa Mt. 
Helicoa. 
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Sb. Naples 81398 (H 
322). Attic r.f. hydria. 
Details: female dancers 
and musicians. 
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9. Athens 15190. Attic 
wag. kylix fragment. 
Detail: Orpheus attacked 
by Thracian woman. 


10. New York 37.11.23, 


Attic c.f. рее. Mousaios 
and Meses. 
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11а. Ruvo, Јана Coll. 
1538. Attic r.f. aryballos. 
Thamyras and Muses. 


Detail: Muses with harp 
and Thracian kithara. 





lib. Ferrara T. 127, inv. 
3033. Attic r.f. volute 
krater. 
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12. Athens 1469, Attic r.f. 
pelike. Detail: contestant, 
Judge, and Nike. 





13. New York 25.78.6. 
Attic r.f. bell krater., 
Detail: satyr chonn. 
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14. Naples 81392. 
Lucanian r.f. pelike. 
Detail: Muse with harp. 


15. Berlin, Staatl. Mus. 
2391. Attic r.f. hydria. 
Detail; Muse. 
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16. New York 37.11.23. 
Attic r.f. реке. Detail: 
Mases. 


17. Würzberg H 4455 (L. 
541). Attic r.f. pnis. 
Detail: woman with harp. 





CHAPTER SEVEN 


Late Classical and Early Hellenistic 
Stringed Instruments 


All our information about the stringed instruments of 
late fifth- and fourth-century Greece, both from lit- 
erary sources and from the visual arts, reflects changes 
in customs concerning music and in attitudes toward 
it; and these, in their turn, reflect the great changes 
that had taken place in the society at large. 

From this age of the great philosophers, whose 
works often include a critique of musical customs and 
innovations, we have direct information about music 
and musical instruments of a sort that is not available 
for earlier periods. Although in many respects the phe- 
nomena described by Plato and Aristotle anticipate 
the Hellenistic period and represent significant 
Changes in the old styles and practices, the fourth cen- 
tury, especially from 400 to 350 в.с., can also be 
viewed as a consolidation of some of the developments 
of the late fifth century that we have already consid- 
ered, including a greater emphasis on virtuoso tech- 
nique and the increasing use of complex rhythms and 
a variety of different tunings.' 

In Athenian visual arts instruments were less often 
portrayed in the fourth century than in earlier times, 
and as a result of altered artistic styles and techniques 
there was also less interest in realism and careful de- 
tail. Since much of the visual cvidence for stringed 
instruments comes from south Italian vase paintings, 
it becomes important to distinguish, whenever possi- 
ble, the instruments shown in these paintings from the 
Ones on Athenian vases. 

The kithara (referred to below as the “standard 
kithara” to differentiate it from several later forms of 


the instrument), though it is well Tepresented in 
fourth-century art, particularly in south Italian vase 
paintings (fig. 2a), is no longer found in fourth-century 
Athenian vase paintings (in which it had already be- 
come rather uncommon in the late fifth century); it is 
present only on a few marble reliefs from Attica. 
There are about a dozen other objects, primarily terra- 
cotta statuettes and engraved gems from Cyprus and 
other parts of eastern and northern Greece, on which 
it also appears. 

Another form of the kithara, barely foreshadowed 
in a few late fifth-century paintings, becomes more 
evident in the fourth century and in later Hellenistic 
times: a kithara with a longer body, somewhat nar- 
rower for its length than the standard kithara, with 
simplified ornamentation of the inner sides of the 
arms, or sometimes none at all (figs. 5 and 6). The 
fourth-century representations of the instrument, few 
in number, appear on Athenian vases and on a Thes- 
salian marble relief (Athens 1380) as well as on vases 
from the Greek cities of Apulia, Sicily, and Campania. 

In these Greek areas of southern Italy, in the sec- 
ond half of the fourth century, a new member of the 
lyre family makes its appearance on red-figured pot- 
tery. This instrument (figs. 7-9), seen from the front, 
has straight arms, crossbar knobs, and a soundbox that 
is often a squarish rectangle or hexagon. Since it has 
been found in some twenty-four fourth-century Italiote 
examples, and only one from Attica, we have provi- 
sionally referred to it below us the ltuliote kithara. It 
is rarely secn after the end of the fourth century. 
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After the first decade of the fourth century, the 
chelys-lyra (figs. 10-12), like the standard kithara, no 
longer appears in Athenian vase paintings (with one 
exception), though it is well represented on vases of 
the period between 420 and 390 B.c. Thereafter it is 
seen only on several grave monuments now in Athens 
and Thessaloniki, the odd terra-cotta, coin, or en- 
graved gem from mainland Greece or Rhodes, and at 
the end of the century as a decorative device on a few 
fragments of “West Slope" pottery, a type first dis- 
covered in excavating the west slope of the Akropolis. 
In southern Italy, on the other hand, the chelys-lyra 
continues to appear in scenes on red-figured vases 
throughout the century, though not quite as frequently 
as the kithara. 

Harps are more plentiful in the Greek world in the 
fourth century than in the fifth, though they are still 
less abundant than either the standard kithara or lyra. 
The harps known to the Greeks in Italy are clearly 
distinguishable from those painted by artists in main- 
land Greece: only the painters of Italiote vases give us 
examples of the open, arched harp (without a post, 
fig. 16); and their frame harps are highly decorated, 
thc posts often carved to resemble a bird (crane) and 
the upper edge of the soundbox bristling with a row 
of points (fig. 17). Neither of these features is present 
in the small handful of Attic paintings of the frame 
harp, although the soundbox (very narrow in most At- 
tic examples) and post may be decorated with painted 
scrollwork, 

Instruments of the lute family, which first appear 
in Greek lands in the late fourth century, can be seen 
in only a small handful of representations of widely 
scattered origin (terra-cottas and a marble relief ) be- 
fore 300 в.с. Two types can be discerned, however, 
one an instrument with an almond-shaped soundbox 
(fig. 19), the other a lute with a larger, more rectan- 
gular soundbox (fig. 18). 


Literary Sources 


Sincc the major literary sources of information about 
stringed instruments are primarily philosophical in na- 
ture (Plato, Xenophon, and Aristotle). it is not sur- 
prising that fully one-third of the fourth-century 
references to the instruments arc found in the context 
of various philosophical analogies. Some of these are 
informative, but others serve only to point out that the 
philosophers regarded musical knowledge as common 
enough among their followers to be helpful in the 
drawing of a particular analogy. For example. when 
Xenophon's Socrates points out that just as a man who 
has learned to play the lyre can be called a kitharistes 


even when he is not playing. so also a man who has 
learned the art of generalship can still be called a gen- 
eral even if he is not reelected strategos, we learn more 
of Socrates’ fondness for homely comparisons than we 
do about musical terminology.” 

A further characteristic of these philosophically 
oriented sources is their overriding concern with the 
presumed ethical effects of music and musical training 
on the citizens of the polis. It may have been Damon, 
Perikles’ music teacher and political adviser, who first 
posited a relationship between musical custom and the 
laws of the state; Socrates, as he is depicted in Plato’s 
Republic (424c), acknowledges a debt to Damon when 
he says, “Ву no means can the types (tropoi) of music 
be disturbed without also disturbing the great laws 
(nomoi) of the polis, as Damon says and I agree.” 
Besides developing the notion of a connection between 
musical changes and political changes, Damon seems 
to have anticipated Plato and Aristotle in assuming 
that musical training exerts influence on a person's 
Character. According to a first-century B.c. source, Da- 
mon said that “їп singing and playing the lyre a boy 
ought properly to reveal not only courage and mod- 
eration but also justice.” The subject of musical ethos 
in Greek thought requires a separate treatment (such 
as that of Anderson), and here we shall only touch on 
the matter when the instruments themselves or the 
manner of playing them are involved. 


Uses: Education 


The works of Xenophon, Plato, and Aristotle rein- 
force earlier sources regarding the importance of mu- 
sic in the Athenian schoolboy's curriculum. According 
to Plato, the proper subjects of an aristocratic edu- 
cation are letters (grammata), lyre playing (kithari- 
zein), and wrestling (palaiein). In his description of 
the ideal educational system envisioned in his utopia, 
he suggests that a pupil should study literature for 
three years between the ages of 10 and 13, and the 
lyre for another three-year period between the ages of 
13 and 16.5 Such exact prescriptions in the context of 
Proposing an ideal curriculum imply that in practice 
no such clearly defined scheme was followed.’ 

The standard term for lyre teacher in the fourth 
century is Kitharistes, a word that originally referred 
1o a professional minstrel of the sort mentioned in the 
literature of the Archaic period (see chap. 2). Plato 
mentions a particular kitharistes by name, Konnos, 
Son of Metrobios, who, Socrates says, is still trying tO 
teach him to play the lyre despite the pupil’s advance 
аве; Socrates claims to be afraid that his young fellow- 
Students will call Konnos an “old-geezer-teacher 
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(gerontodidaskalos).! The instruction, offered at the 
teacher's home, evidently consisted of training in 
rhythm and the various harmoniai and in singing lyric 
poetry to the accompaniment of kitharismata, which 
must have been rhythmic or melodic patterns that 
could be played on the lyre." In Plato's view, the goal 
of all this training is to instill sophrosyne (^modera- 
tion”) in the young pupil; he wants the lyre teachers 
to concern themselves more with the development of 
their students’ character than with technical expertise 
in performance.’ 

The need for careful training and supervision of 
the novice lyre player on the part of the kitharistes is 
suggested in an analogy in which inexperienced lyre 
players who damage their instruments are compared 
to an inexperienced manager of estates who may ruin 
the house on which he is practicing his skills.'? Of the 
actual procedures followed in teaching the instrument, 
however, the ancient sources provide no details, and 
we can only conjecture that simple drills in rhythm 
and various pitch patterns were followed by more com- 
plex training in singing lyric poetry to one's own ac- 
companiment. 


Uses: Entertainment and Festivals 


The members of the lyre family continued to be used 
in connection with entertainment and public perfor- 
mance in much the same way as in the preceding cen- 
tury. Xenophon, for example, mentions a youth who 
plays the lyre (in concert with the aulos) while he sings 
and dances for the guests at a symposium." Aristotle 
twice relates a parable about an anonymous king and 
the kitharode whom he employed to entertain at his 
court; the king promised that the better the kitharode 
played, the more he would pay him, but when the man 
tried to collect his money, the king said he had already 
paid for the pleasure he had received by the pleasure 
he had given in making such promises!” | 
Musical contests are frequently mentioned. in 
fourth-century literature. Plato thought them an im- 
portant enough part of the responsibilities of the polis 
to include rules and regulations for the setting up of 
such competitions in his ideal state. According to his 
recommendations, all solo performers (including rhap- 
sodes, kitharodes, and auletes) should be judged by 
one set of judges, while choral performers should be 
judged by a different set." Elsewhere he makes a dis- 
tinction between kithara-playing alone (kitharisis) and 
kithara-playing to accompany one’s own singing (kith- 
arodia), both of which are distinguished from rhap- 
sodizing (rhapsodia). in which the emphasis was on 
the recitation of epic poetry. apparently with little or 


no musical accompaniment."* As always, Plato is con- 
cerned that such competitions should exist for the pur- 
pose of improving the audience, and not merely to give 
them pleasure and gratification; as a bad example of 
a competitor he singles out in particular one Kinesias, 
son of Meles, a composer of dithyrambs (lyric poems 
in honor of Dionysos) who lived in the last half of the 
fifth century and first decade of the fourth: 


Or do you think that Kinesias, son of Meles, 
gives any thought as to how he might say 
something by which his listeners would be 
improved, or only what is likely to give 
gratification to the throng of 

spectators?'* 

5 
tt фооут ыи» Kunotay тду MéAyroc, бло; doti 
tt тоойтоу Oev йу of áxovovtec BeAriovc yty- 
vowto, Ñ би u£AA& xagueiodar tò буйр tüv 
beatov; 


A substantial part of the repertory of such contes- 
tants doubtless consisted of nomoi, of which Timo- 
theus’ Persae is a surviving example (though lacking 
the musical notation). We have already mentioned 
kitharoedic nomoi in connection with the famous kith- 
arode of the court of Periander in Corinth, Arion, 
whose dolphin call was supposed to have becn a no- 
mos orthios, or “high-pitched” nomos (chap. 3). Plato 
makes clear that in earlier days songs could be dis- 
tinctly classified as hymns, threnoi ("'dirges"), pacans, 
dithyrambs, and nomoi, but that in his own day the 
distinctions were becoming blurred (much to his dis- 
satisfaction).'^ What the special characteristics of no- 
moi may once have been. however, is uncertain, 
because apart from Plato's mention of a prooemium 
(“prelude”) as part of a kitharoedic nomos and the 
references in fifth- and fourth-century literature to the 
nomos orthios, there is little contemporary informa- 
tion about this particular type of song." Eventually 
the term probably came to mean any melody suitable 
for performance with the kithara (with which the term 
was most clearly associated, even in the fifth. and 
fourth centuries), as in a satirical reference from the 
Roman period to an overly zealous—albeit de- 
ceased—kitharode who was buried together with 
twelve kitharas and twenty-five boxes of nomoi, with 
which he now plagues everyone in Hades just as he 
had formerly plagued the living.” 


Technique and Terminology 


A new development found among fourth-century writ- 
ers, particularly Plato, is the conception of lyre playing 
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not so much as a gift from the gods (as it is viewed, 
for example, by Homer or Hesiod) as merely a type 
of skill or technical capacity (techne) analogous to 
horseriding or generalship. Plato seems to regard 
musical accomplishment not as the privilege of a select 
few but rather as a useful skill that can be acquired 
by virtually anyone who receives proper training, a 
view that fits logically with his overriding interest in 
the educative value of rhythm and melody. This mat- 
ter-of-fact attitude leads to increased discussion in the 
fourth century as to which instruments, styles, and 
techniques are most useful for the purpose of instruct- 
ing the citizens of the polis. 

The reactionary remarks of Plato regarding new 
developments in the technique of kithara playing (dis- 
cussed further below) reveal that traditional distinc- 
tions among styles and genres had broken down by the 
fourth century. Plato is especially critical of the ten- 
dency of kithara music to imitate aulos music, as his 
comments in the Laws suggest: 


Later, as time passed, there came into being as 
leaders of tasteless disorderliness certain poets, 
who, though naturally possessing the qualities of a 
poet, were ignorant as to the just and lawful ele- 
ment of the Muse. They were like Bacchants and 
were possessed by pleasure in a greater degree 
than was necessary. mixing together dirges with 
hymns and paeans with dithyrambs, imitating au- 
los [accompanied] songs in songs to the kithara, 
and confusing everything with everything else.” 


" A дета дё та?та, 
лооїдьтос той yoóvov, Goyortes uiv rj; duovoov 
ларагоџіих лопутай Éyiyvovro pioet uiv Tontixoi, 
ауушиоэс дё лєрї тд dixatoy тў; Motos xai тд 
vóuuuov, Baxyrtovrez xai uàAÀov тоў дёоуто; xa- 
ttg Óuevos 7ф' }доујс, xepavvivrez dé Oorjvovz тє 
tyne xai лашка; ói&voáufloiz, xai atiwdiac д 
то эибародїш; кшобиуо!, xai лёта eic лйута 
ourtiyortes. ý 


On the basis of a passage in the Republic (399C 
discussed below), we can deduce that what Plato ob- 
jects to most about the aulas is its capacity to produce 
a large number of pitches so that it can encompass a 
wide range of different harmoniai, cach distinguished 
from the other by a different arrangement of notes 
within the compass of an octave. In Plato's view: how- 
ever. of all these various harmoniai (the so-called 
modes). only the Darian and Phrygian can inspire the 
qualities appropriate to a citizen of the ideal state; 
hence he deplores any instrument that can easily ro- 
duce more pitches than those necessary for the o 
approved harmoniai. In the Republic he therefo 
taticizes all instruments that are characterized by 


what he calls panharmonia and polychordia, among 
which he brands the aulos as the worst offender. 
Plato's reference to polychordia (literally, many- 
stringedness") in connection with a wind instrument 
raises the question as to exactly what he meant the 
term to imply. Since the literal meaning is inappro- 
priate as far as the aulos (which has no strings at all) 
is concerned, we can assume that the word is intended 
here as a synonym for polyharmonia. Such a conclu- 
sion is confirmed by Plato's use elsewhere of the word 
chorde ("string") with reference to the aulos; the con- 
text here (Philebus 56A) is a theoretical discussion as 
to what would happen if the elements of arithmetic 
and measurement were removed from what would in 
modern parlance he called the arts and sciences: 


Socrates: There would be left oniy conjecture 
about these matters and the exercise of one's 
perceptions through trial and error, using the 
powers of guesswork which many call "skill"— 
guesswork that reaches its culmination through 
practice and hard work. 

Protarchos: Quite true. 

Socrates: 15 not musical skill, first of all, full of 
this—fitting together harmonious sounds not so 
much by measuring as by guesswork based on 
Practice—and the entire art of aulos-playing, 
seeking through guesswork the measure of each 
pitch (chorde) produced, so that the uncertainty 
involved is great, the certainty small? 


IQ. To уобу пета тайт' eixdter Aeinowr’ àv xai 

tag аѓобђағс̧ xatayeleray eumeigia xai тїї 
topi, taic тїс отоҳаотихђс noooyowuévaovç ðv- 
váueauy 0с xodioi réyvag éxovoudtovat, medéty 
xat ztóvo THY бошу алаоуаоцёуас. 
ПРО. "Avayxaióraza. Aéyci. XQ. Ovxovv 
HEOTH MEV лоо povo лоштоу, TO ођўифиуоу ар- 
ибттоуда ov uétQo 0224 uehétnç отоҳаоиф, xai 
ойидаоа аўт aùlyuxý, rò uétpov ёхӣотс 
Х00д; tà отоубёєово: pegouévns Өпоғбоъса, 
Gat ло)? u£uetyu£vov Eretv тд ий CAGES, OUIXQÒY 
дё tò féBaiov. 


Clearly, when Plato speaks of measuring each 
"string" on the aulos by means of educated guess- 
Work, he refers simply to “note” and "pitch." Like 
chorde, then, the term polychordia seems also to carry 
à double sense: the literal meaning, "'many-stringed- 
Dess. and the transferred meaning implying the ca- 
Pacity to produce a large number of different pitches- 

With Plato's comments on polychordia in mind, we 
are in a position to interpret the fragmentary report 
т à fourth-century philosopher-historian that one 
Stratonikos was the first to introduce polychordia into 
kithara playing. The author probably means 
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Stratonikos made use of frequent changes from one 
harmonia to another, presumably by retuning, not by 
literally introducing more strings to the instrument; 
the archaeological evidence does not allow us to en- 
tertain the notion (derived largely from late and un- 
reliable reports; see chap. 3) that the lyre-type 
instruments had large numbers of extra strings added 
to them during the period under study. Stratonikos, 
who lived in Athens during the period 400-350 B.c., 
was a professional virtuoso kitharist noted for his witty 
sayings. He is reported also to have been the first kith- 
arist to take on students of music theory and to estab- 
lish a definite pattern for its study and analysis. 
Whether or not Stratonikos actually was the source of 
these various innovations, his biography suggests that 
polychordia was becoming a characteristic of kithara 
playing in the first half of the fourth century. 

In addition to the use of frequent transitions from 
one harmonia to another, the new style apparently also 
involved an emphasis on virtuoso speed and smooth- 
ness of which Plato also disapproved, particularly in 
connection with kithara music without singing. Plato 
berates “bare” kithara playing (psile kitharisis) and its 
excessive displays of virtuoso technique and imitations 
of animal-like sounds: 


They see all this confusion, and still the poets tear 
rhythm and form from the tune, putting bare words 
into meter, but leaving the tune and rhythm with- 
out words, and availing themselves of bare kithara 
and aulos playing; in this sort of music it is ex- 
tremely difficult to understand the intent of the 
rhythm and music, since they are divorced from 
words, and to know of what worthy models they 
are imitations. One ought to realize that this sort 
of music appeals only to country-bumpkins, insofar 
as it is excessively fond of speed, flashiness, and 
animal-like noise, with the result that aulos playing 
and kithara playing are used independently of 
dance and song; but the use of either alone 
amounts to Museless sleight of hand.” 
тайт@ ye yàp 
бойо: лйута xuxdpeva, xai ёт óiagad oiv oí no- 
tai бубиду uiv xai oyýuata péhous шо, Aóyovc 
pudodc elc иётра тіӨёутєс̧, uéAoc ó' ай xai бобиду 
dvev бпиатшу, yup xiBagioe тє xat avdjoe 
лоооуофиєуон, èv olg 0) лаууйделоу dvev Aóyov 
ycyvóutvov ģvðpóv тє xai ágyovíav yuyvooxtuy ón 
тє боййкта xai бтр Éouxe to @ёодбушу puajiátov 
dda óxoiafltiv avayxaiov ди, tò — hr 
ло) dyootxias uegtóv zv, 02000 T xal 
darat xai фшуй 0ngidóóovc офбдоа $(Àov wor 
абое ye уойоба xai xiBapíoet 733v бооу rà 
Soynaiv te xai Фб», yug à' ёхатёоо ласа 1с 
ёророѓа xai &avuarovoyla viyvoit àv тє xonoeuc. 


Plato thus advocates the use of the kithara only as 
an accompanying instrument for the voice or for 
dance. Elsewhere he specifies (Laws 812D) that the 
lyre accompaniment should avoid excessively close or 
wide spacing of notes, excessive speed or slowness and 
high or low pitches; and any overly elaborate embroi- 
deries (poikilmata) in the rhythms.” Plato's strong ob- 
jections to such characteristics (which he feels are 
innately wrong, not to mention impractical for citizen 
musicians) imply that technically complex rhythmic 
elaborations were in fact the vogue in fourth-century 
styles of performance, no doubt trademarks of virtu- 
oso players such as Stratonikos. Plato does not com- 
ment directly on the exact relationship that he 
advocates between the sung tune and the accompani- 
ment. In the same passage in the Laws, he speaks of 
the desirability of having the sounds of the song ac- 
companied by lyre sounds that are proschorda, liter- 
ally, “with the string." or "with the note." This has 
usually been interpreted as meaning “in unison,” but 
if our analysis of lyre technique is correct and the 
player did not in fact pick out a melody but rather 
strummed across several strings in succession (perhaps 
damping some of them), then Plato's remarks would 
more logically refer to some kind of rhythmic corre- 
spondence rather than any correspondence in pitch, 
he may mean simply that the player should stick to 
providing a rhythmic foundation for the song and 
should not indulge in a kind of percussive obbligato.” 

The subject of tuning is mentioned on several oc- 
casions in Plato's works, usually by way of illustrating 
a philosophical concept such as Socrates' notion that 
he would rather have his lyre be out of tune (anarmo- 
stein) than experience internal discord within him- 
self.* The standard verb used of tuning is harmortein 
(literally, “to fit together," the verb from which har- 
monia is derived); the tightening of the strings is called 
epitasis (from epiteinein, “to stretch"), and the loos- 
ening anesis (from anienai, “\о release").? In one in- 
stance, in a discussion in which the speakers are 
criticizing people who waste time measuring one sound 
against another and claiming that they can detect very. 
small differences in pitch, Socrates sarcastically com- 
pares their twisting of the strings on the kollopes to 
the stretching of a victim on a torture rack: 


You are referring to those noble fellows who cause 
their strings trouble and put them to torture, twist- 
ing them upon the kollopes.?* 

уб uév, йу д' dyó, той хопотоўс leyeic rods 
raiç хоодаіс лойуната лаоёуоутас xai Bacavi- 
tovrac, ёлі àv xodddawy orptffAovvrac 


As this reference shows, the basic method of string- 
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ing and tuning the instruments in the fourth century 
bad changed little since the time of Homer. The same 
passage also mentions the problem of unresponsive 
and overly responsive strings, which we may assume 
were still made of gut. 

One small but useful piece of information regard- 
ing thc technique of playing the lyre is contained in 
the distinction between the verbs for striking (krouein) 
the instrument's strings with the plektron and plucking 
them (psallein), a practice that, as we have seen, is 
reflected in the many vase paintings in which the play- 
er's hand is shown in a plucking position. Although 
the verb Krouein is much more common than psallein 
in connection with instruments of the lyre type, oc- 
casional plucking of the strings with the left hand must 
have been used to add variety to the kinds of sounds 

` that could be produced. The two techniques are men- 
tioned in a passage from Plato, in which the point is 
being made that parents prevent their children from 
doing certain things. not because of their youth but 
because of their ignorance: 


Socrates: And if, as I think, you take up your lyre, 
neither your father nor your mother prevents you 
from tightening or loosening any of the strings 
you wish. or from plucking them and striking 
them with the plektron. Or do they prevent you? 

Lysis: No, certainly not.” 


xai ёледау, ws éypuat, 
thy Абдрах AdBys, où dsaxwAvovai ac обтє ó латђо 
ойте 1) pýno Ecreivai re xai aveivas Ñv Gv Воду 
тфу yoodwy, xai yida xai xoove tà Ad yxTOW. 
ў O:axwAtiovaw;—Od dijra. 


New Terminology 


While the basic terminology used in connection with 
the stringed instruments remains the same, the avail- 
able vocabulary is expanded slightly through the ad- 
dition in the fourth-century authors of adjectives 
formed from nouns, such as Kitharistikos, “related to 
the kithara,” and Aitharoidikos, "related to singing to 
the kithara” (and. in slightly later Greek, lyrikos, “ге- 
lated to the lyre”). These may, in turn, be used to 
create new abstract nouns. as for example, kitharistike 
[techne], “the art of kithara playing.” These new words 
reflect a general tendency of the Greek language in 
the fourth century to develop an increased supply of 
words that express concepts and abstracuons rather 
than objects. Unlike the old word Kirharis (which, we 
may recall. Homer generally uses to mean Ivre Playing 
but once for the instrument itself). kitharistike always 
refers to the concept or art of kithara playing, never 


to the physical reality of a particular kithara or to a 
specific instance of playing. Thus Aristotle. for ex- 
ample, can speak of kitharistike as a form of imitation 
(mimesis) of reality, along with tragedy, epic, comedy, 
dithyramb. and aulos playing; or Plato can talk of the 
goal of kitharistike in contests as the giving of plea- 
sure.” In a sense the development of such abstract 
nouns is parallel to the increased interest among 
fourth-century writers in the abstract notion of mou- 
sike, with a resulting lessened emphasis on the details 
of particular instruments.” 

Another phenomenon that appears in the language 
for the first time in the fourth century is the meta- 
phorical use of terms related to instruments. Skythinos 
of Teos (as quoted by Plutarch), writing ca. 400 B.C., 
speaks of Apollo as having the sun as a “plektron” 
with which to sweep across the "lyre" of the uni- 
verse." Although such metaphors are found in later 
Greek (and Roman) poetry. they do not occur in Ho- 
mer or in the poets of the Archaic and Classical eras 
when the names connected with the instruments do 
not seem to lend themselves to metaphorical expres- 
sion. 


Instruments in the Art of the Fourth Century 


Although the production and quality of painted vases 
diminished in Greece proper during the fourth cen- 
tury, at the same time wares from the Greek cities of 
southern Italy, especially Apulia, became established, 
at first painted with scenes derived from Athenian 
models but. as time went on, more often decorated 
with more indigenous themes. 

Four of the instruments familiar to a fifth-century 
Athenian—the barbitos, the phorminx, the ""Thra- 
cian" kithara, and the frame harp with spindle-shaped 
soundbox—are no longer to be found in Athenian art 
of the fourth century. The barbitos (which had all but 
disappeared even before the end of the fifth century 
and which is never mentioned by Plato) surfaces again 
briefly in Italian (Apulian and Etruscan) art of the 
fourth century but only in fewer than a dozen exam- 
ples. all of them dating before mid-century.” A few 
faint rumors of the phorminx persist in Etruscan and 
Lucanian art of the fourth century; but the only rep- 
resentations that аге at all convincing appear on a cor- 
nelian pendant of the mid-fourth century (from 
Athens), London 564, and an Etruscan askos (flask) 
from late in the century, London С 151.» Two Italian 
Paintings of the Thracian kithara, both from the first 
half of the fourth century, are known to us, one а 
Death of Orpheus (in which Orpheus wears Thracian 
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dress), Heidelberg 26.90, and another, much less сег- 
tain, on Berkeley 8.997, where Apollo sits tuning the 
instrument.” 


The Standard Kithara in the Fourth Century 


Although the kithara of standard fifth-century shape 
is still to be found in a handful of Attic and Boeotian 
vase paintings made between about 420 and 390 B.c., 
by the end of that time it had disappeared from such 
paintings, and only the longer-bodied "'Hellenistic" 
form of the instrument is still sometimes seen in them. 
The standard fifth-century form of the kithara is still 
depicted in fourth-century Italiote vase paintings but 
is present in the rest of the Greek world only on mar- 
ble reliefs, statues, terra-cottas, gem stones, and coins. 
These objects indicate that, except in the Italiote 
Sphere (which we will discuss separately later), the 
Standard kithara was regarded almost exclusively as 
the property of Apollo in the fourth century, and it is 
Possible that kitharas in this form were no longer being 
made. 

The Apollo whom we see in contest with the satyr 
Marsyas in two Attic paintings from the period 420- 
390 в.с. is represented оп a scaraboid of the first half 
Of the fourth century and on a famous relief from Man- 
tinea (fig. 1) of ca. 330-320 s.c. (which also depicts 
other instruments of interest to us).* The familiar 
group of Apollo, Leto, and Artemis, still to be scen 
оп at least one Athenian and one Boeotian krater of 
the late fifth century, is rare thereafter; a marble relief 
votive plaque from the late fourth century in the form 
of a shrine containing the three figures is preserved at 
Athens (Athens 3917).? The theme of Apollo among 
the twelve gods, seen on New York krater 27.122.8 
(ca. 420 s.c.), still finds expression in the first half of 
the fourth century on a round altar, Athens 1731, with 
relief figures of the gods (Apollo seated) around it. 
Apollo alone, his laurel tree behind him, plays the 
kithara on a small cup from the late fifth century, Ath- 
ens 12740, a figure reminiscent of various terra-cottas 
Of the fourth century from Athens, Olynthos, and 
Rhodes, standing male figures holding the kithara, all 
(though some are headless) presumably representing 
Apollo. 

Rites associated with Dionysos appear to be rep- 
Tesented on several vases from the end of the fifth 
century: on a fragmentary pelike at Barcelona, where 
actors in a play are shown (satyrs, woman with mask, 
figure with thyrsos), Apollo sits near his tripod with 
the kithara; on Würzburg H 5708 a figure dressed as 
а kitharist (possibly a satyr) tunes up to play at a sym- 
Posium (the guests seem to be Dionysos and Hephai- 


stos); and on a small skyphos, Athens 12266, a young 
man wearing a himation holds a thyrsos while another, 
nude, holds the kithara. But this theme is not contin- 
ued among the objects from the fourth century. 

A woman with the kithara, a rare sight, is clearly 
shown on a garnet ring stone, Oxford 60, from the 
first half of the fourth century.” On a marble grave 
relief of ca. 350 B.c., Kavala 228, the deceased (male) 
is shown scated with a kithara, while on a gold ring 
from the first quarter of the century at Leningrad, the 
instrument is played by a grotesque figure with a wom- 
an's head, arms, and upper torso attached to a locust 
body with a scorpion's tail ending in a griffin head.” 

Although Italiote vase paintings also frequently de- 
pict Apollo, in these his place is sometimes taken by 
Orpheus (fig. 3), who appears here for the first time 
as a customary bearer of the standard kithara. The 
kithara is almost never seen in these paintings except 
in the hands of these two; only one painting has come 
to hand that seems to portray a mortal kitharist, a 
contestant to whom a Nike is bringing a wreath.” 
Since this scene seems borrowed from Athenian vases, 
we are left with a strong suspicion that the standard 
kithara was not actually used by the Grecks in Italy 
in the fourth century but only copied from older art 
works brought from Greece or known to emigré paint- 
ers. 

The contest of Apollo and Marsyas is the subject 
of eight Italiote paintings in which Apollo's instrument 
is the standard kithara (бр. 2а). In seven of these it 
is Apollo's turn to perform, usually with a rather de- 
jected Marsyas looking on; but on Brussels R227 Mar- 
syas is already bound to a tree, and Apollo approaches 
him with the flaying knife; the kithara sits on the 
ground between them.” Apollo sits among other dei- 
ties in the upper zone of three Apulian vases that de- 
pict mythological scenes in their lower zones: the 
Madness of Lykurgos on London F 271, the name-vase 
of the Lykurgos Painter (where Lyssa—madness—ap- 
pears in the upper zone next to Apollo); Achilles and 
Penthesilca on Adolphseck 178; and perhaps the story 
of King Minos on a fragmentary krater from The 
Hague 2572.“ А ' . 2 

It is useful to bear in mind when discussing Italiote 
paintings that a large part of the Apulian vases (which 
constitute the greater part of those studied in this 
chapter), and very likely of the Lucanian, Campanian, 
and Sicilian vases as well, were made for funerary pur- 
poses—cspecially those that are very large, expensive, 
and elegantly painted. According to Н. R. W. Smith, 
the sccnes on a number of these vases reflect the be- 
liefs of the Italian (Messapian) neighbors of the 
Greeks that couples separated by death would be re- 
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united in Elysium, and that those who had died un- 
married would be given ideal partners in the afterlife 
in rites supervised by Dionysos and Aphrodite with 
the assistance of Apollo or Orpheus.“ The view that 
marriage and remarriage rites are portrayed, while 
controversial, seems for our purposes a satisfactory 
explanation of the scenes that include Orpheus, as well 
as certain of those that depict Apollo; and we will 
retum to it a number of times elsewhere in this chap- 
ter. 
On Apulian krater Bari 6270 (fig. 2b), where 
Apollo sits playing the kithara to the upper right of 
the temple-like grave monument (naiskos) of a young 
warrior, there are a number of objects related to mar- 
riage ceremonies: Hermes. lower left, leans against a 
laver on a pedestal; Aphrodite (?). upper left, has 
cakes and the ladder-like object (often taken to be a 
musical instrument, but probably in fact a handloom, 
or perhaps an abacus) that frequently appears in mar- 
riage scenes; and there are phiales and a krater below 
the temple. The kithara on Apulian vase Taranto 
8129, though it is held by Aphrodite (the presence of 
Eros and Pan, as well as a swan and certain objects— 
tympanum, phiale, wreath—attest that it is she), sym- 
bolizes Apollo's part in marriage rites.“ 

In contrast with these scenes of marriage rites, 
there are two bell kraters, Paestan (fig. 2c, a Salerno 
vase by the painter Asteas) and Apulian (Naples 
3370), that present Apollo as a comic character in a 
phlyax play.“ The two figures on the Paestan vase are 
identified: Phrynix, who holds the kithara (and ac- 
cording to Webster wears an Apollo mask) may be the 
fifth-century musician who had the dubious distinction 
of being denounced by "Musica" in Pherckrates’ Chei- 
ron (see chap. 3) and of quarreling, like Timotheus, 
with the Spartan ephors who were supposed to have 
cut away his instrument's extra strings. Although Plu- 
tarch. some centuries after the fact, may have been 
misinformed about the cause of the quarrel (since ev- 
idence for a lyre with more than seven strings is quite 
sparse). a "Phrynis and the Spartan ephors" story may 
have been the subject of a fourth-century phlyax play; 
the second figure. Pyronides. may represent an ephor. 
On the Apulian vase the laurel-wreathed actor with 
the kithara also plays Apollo, for there is a tripod and 
laurel tree; the second figure is not identified. 

The instrument of Orpheus. as we see him on 
about a dozen Apulian vases found so far. is also the 
standard kithara. In these Paintings his role, except in 
two or three cases. is not that of the rescuer of En- 
гудке but apparently that of the author of the 
"Orphic" texts attributed to him: he appears in these 
underworld scenes as а guarantor that the prescribed 


purification rites have been performed. On Munich 
3297 (fig. 3) he stands in his elaborate kithanst's cos- 
ште, with a “Phrygian” cap. to the left of the small 
palace of Persephone and Hades; behind him to the 
left is a reunited family—man, wife, and small son. 
The rest of the scene contains many mythological fig- 
ures in Hades, among them Heracles restraining Cer- 
berus (bottom center) and at the upper left the wife 
and sons whom Heracles murdered—a family that will 
never be reunited.” Most of the same mythological 
figures, including Heracles with Cerberus, and Hera- 
cles’ wife and sons, are painted in the same positions 
on Karlsruhe B4; Orpheus again stands to the left of 
the temple, but behind him are two Furies—the mor- 
tal couple seem to be the two to the right of the tem- 
ple. urged forward by Aphrodite (?). On a third volute 
krater of this kind, Naples 3222, where all the myth- 
ological figures mentioned above are identified by in- 
scription, there are no mortals on this side of the vase 
(though there are on the reverse). Here Hades and 
Persephone themselves appear to be the focus of at- 
tention: both (for once) are seated on a low dais within 
the palace, and they have at least two objects, the 
garnished phiale that Persephone holds out and the 
tympanum suspended overhead, that are associated 
with marriage rites.” 

Orpheus plays the kithara in two other scenes 
where the symbolism of purification rites for marriage 
is even more in evidence, on Milan 270 and Bari 873, 
scenes in which he is also once more among other 
Thracians (so identified by their clothing, including 
their Phrygian caps), though the significance of this 
has not yet been discovered. On the Milan vase, 
Aphrodite and Eros are above him; and to his right, 
with a Thracian warrior leaning against it, is a large 
laver on a pedestal, with a conch shell for dipping out 
water. There is a similar laver on Bari 873, with a nude 
male leaning against it holding a phiale; behind him 
one of the Thracians stands ready with the conch shell 
to pour water over him, and in front of him is an 
incense burner. a symbol of Aphrodite. Orpheus, 
seated, and two more Thracians, one holding a horse's 
bridle. look on. (In the zone below, friends or relatives 
bring to the grave stele offerings that are also part of 
the marriage paraphernalia.) Orpheus stands in the 
naiskos of an elderly deceased warrior on Basel S40; 
even here the dipping pan and garnished phiale (and. 
Оп the reverse. tympanum and flower chain) held by 
the relatives and friends suggest marriage rites." 

Eurydice is probably the woman who stands near 
Orpheus on two vases, Naples Stg 709 and a fragment 
from the Fenicia Collection (location unknown). In 
the former, similar to the great underworld scenes 
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(though here Persephone and Hades have no palace), 
Orpheus lays his hand on the arm of the woman, who 
stands to his left, while an Eros hovers at his shoulder. 
In the other, more doubtful painting, Orpheus stands 
in his usual place by the palace; slightly above and to 
the left a winged woman, whose name, partly lost, may 
be read JIKA, begins to open a door. Can this be 
Eurydice, as Harrison suggests in Themis, ascending 
without Orpheus?“ 

On Apulian vase Basel S34 there is a kithara of an 
unusual sort. Here Apollo sits in the upper zone with 
Artemis, Aphrodite, and Eros (the mythological scene 
below includes Skythes, Rhodope, Heracles, and An- 
tiope) playing an instrument with a body somewhat 
longer (with a light-colored stripe down each side) and 
arms less curved than usual; its most peculiar feature, 
however, is the outward curve of the arms just below 
the crossbar, forming ‘swans’ heads" similar to those 
seen on some early examples of the barbitos (chap. 
5). The "swans' heads" also appear in three other 
paintings, on kitharas more in the standard shape, 
though like Basel $34 they have no inner-arm deco- 
ration: on Naples Stg 11, Apollo is seated with such a 
kithara above and to the left of the small temple in 
which Persephone stands before a youthful Hades; and 
On two other vases the swan's-head kithara symbolizes 
Apollo's part in the rites of otherworldly marriage, 
though he himself is not present. On Kassel T.723 it 
hangs above the marriage of Paris and Helen, and on 
the upper zone of Basel S29 (fig. 4) it sits between 
Dionysos and Aphrodite, the gods chiefly involved in 
Elysian marriages, who are attended by a satyr and a 
maenad (in the zone below are three women with a 
great deal of nuptial paraphernalia). АЛ four vases 
with swan's-head kitharas were made in Italy ca. 350 
B.C. or somewhat later. 

As far as one is able to tell from this rather small 
collection of Greek and Italiote representations (a 
number of them by no means clear), the kithara con- 
tinued to be held and played in the fourth century as 
it was in the fifth. There are no obvious examples of 
singing to the kithara, and only one painting, on an 
Attic krater of ca. 400 в.с., that depicts the tuning of 
the kithara (Würzburg H 5708). The method is the 
familiar one, the right hand at the crossbar to turn the 
kollopes, the left hand ready to test the pitch. 

Some of the clearest and most detailed represen- 
tations of the instrument itself are found on fourth- 
century coins, from Macedonia (Chalcidian League, 
Bottiasi, Olynthos), Megara, Zacynthus, the Aegean 
islands (Delos, Lesbos), Asia Minor (Troas, Colo- 
phon), and North Africa (Cyrene). Though some of 
these were made from stamps that were merc recast- 


ings of late fifth-century stamp designs, it is interesting 
to see, first, that all the kitharas are of the standard 
shape (the long-bodied kithara on a coin from Myti- 
lene [London, Anson no. 333], which he dates to 350- 
250 в.с., may well be third century); and second, that 
none of the ones with countable strings has more than 
seven.“ It may be objected, as we have done elsewhere 
in this study, that on small objects such as coins, fewer 
strings may be indicated because the space is limited. 
But the situation does not change greatly if all the 
other fourth-century representations are considered: 
while quite a number of them (mainly reliefs and terra- 
cottas) do not have sufficient detail to allow strings to 
be counted, over three-quarters of those with strings 
indicated have no more than seven strings (some have 
six or five). Only five instruments (one of them of the 
*swan's-head" type) that have more than seven have 
been located: two of these have eight, one eight or 
nine, one has ten, and one eleven strings.’ 

Although there are considerable variations in size 
and shape among the fourth-century representations 
of the standard kithara, it does not seem likely that 
they reflect differences between actual instruments in 
use at the time; at least in the case of the Italiote vase 
painters, they may result from interpretations by in- 
dividual artists of an instrument seen rarely (if at all) 
and copied from depictions on imported Attic vases. 
Fine details such as section lines and circles on the 
soundbox appcar rarely or not at all (the instrument 
is often entirely in white on Italiote vases), but the 
small bumps or knobs on the outside cdges of the arms 
just below the crossbar are still present on some of 
the Chalcidian League coins, in Italiote paintings (fig. 
3), and on marble relief Athens 1731.* | 

The scaraboid in Leningrad, Boardman no. 601, 
and the coins of the Chulcidian League give us op- 
portunities to see the bridge and the lower string fas- 
tener slightly raised from the soundbox surface. These 
fittings have not changed, nor has the crossbar or its 
kollopes and knobs, except on Mantinea relief (fig. 1), 
where the “knobs” are disks set well in from the ends 
of the crossbar, and on The Hague 2572, wherc there 
are two disks on each side, the smaller one to the 
inside. The kollopes arc presented in interesting detail 
on Sydney frag. 51.37: they form thick loops around 
the front of the crossbar and have a straight piece 
behind it, as in the collar-and-pin device described in 
chapter 3. The accoutrements of the kithara—sling, 
sash, cloth, and plektron—also are unchanged. The 
sling in some cascs runs diagonally down to the outer 
edge of the soundbox, as in some late fifth-century 
examples, and the cloth now ordinarily consists of two 
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long narrow strips (or one strip folded at the top) with 
fringe at the ends (see figs. 2 and 3).* 

Aside from the "'swan's-head" variant of the stan- 
dard kithara, there are two observable differences in 
the fourth-century depictions that seem significant. 
First, the upper part of each arm (above the crossbar) 
is now often quite abbreviated, and sometimes widens 
at the top, as on Munich 3297 (fig. 3) and Basel S40 
as well as on "swan's head" example Basel S29 (fig. 
4) and Kassel T.723, where the effect is like a knob at 
the top. Second, the inner-arm decoration, while it is 
sometimes of the elaborate three-pointed variety seen 
on the Mantinea relief (fig. 1). may at times be sim- 
plified to a single point, as on Athens relief 1731, or 
two points high and close together as оп Leningrad 
988 and (elongated) on The Hague 2572; and the in- 
struments on Apulian krater Ruvo J 494 and a Sicilian 
krater in Lentini have, like the "swan's head" type, 
no such decorative work at all. 

After the end of the fourth century, the standard 
kithara is seldom found in any part of the Greek 
world, although its shape is still found for a while on 
а few coins from Megara and Asia Minor. The instru- 
ment (much damaged) on a third-century limestone 
statue from Cyprus (Toronto 958.61.325) appears to 
be a standard kithara, as does the one on a fragment 
of a Hellenistic stele at Athens (Svoronos 482). A sec- 
ond-century в.с. relief from the Acropolis, Athens 
1966, shows Apollo with a kithara (back view) that 
lacks only inner-arm decoration; it is in a deliberately 
Archaic style, however, as is the marble relief of the 
Augustan period (27 a.c.-A.D. 14), Cleveland 30.522, 
an excellent, detailed representation of the kithara 
that has a thick crossbar resting atop the lower arms— 
the very short upper arms nse behind it. 

From Italy there are late-first-century B.c. exam- 
ples on Arretine ware, but these have no upper arms, 
Or almost попе, and the inner-arm decoration has been 
reduced to a single point (New York (08.258.37 and 
19.192.220). А first-century A.D. wall painting from 
Herculaneum (London 26) depicts a couple sitting to- 
gether. the woman with a small kithara of eight (?) 
Strings that has very short upper arms that flare, and 
an inverse. point sinking into the center top of the 

Soundbox. It seems likely that this, like the rest of the 
instruments in this small post-fourth 
a depiction of an ancient instrument seldom (or never) 
seen by the artist except on ап works of earlier cen- 
tunes. The long-bodied Hellenistic Kithara (discussed 
below). more commonty seen on objects of the Hel- 
lenistic and Roman periods, was probably the onl 
kithara generally known after about 300 B.C, 


-century group, is 


The Hellenistic Kithara 


Though the elongated kithara (see fig. 5), somewhat 
narrower for its length than the standard kithara, is 
not often found in fourth-century representations, the 
first hints of its development can already be seen in 
the instruments on several late fifth-century vases (see 
chap. 3); and it continues to appear after 300 B.C. 
(when depictions of all instruments become still less 
frequent) in various versions, all the way down to the 
Second century A.D. | 

The myth of Apollo and Marsyas is the subject of 
the paintings on all three of the fourth-century Attic 
vases On which this form of the kithara appears; 
Apollo plays, wreathed and gowned as a contestant, 
on the two red-figured vases, San Simeon 9941 and 
Leningrad St. 1795. On the third vase. Naples 2991 
(polychrome relief ware), the scene is the flaying of 
Marsyas. Here Apollo stands to the right looking on 
while a Muse seated behind him calmly tunes Apollo's 
kithara. 

A Muse holds Apollo's kithara on one of three 
Italiote vases that depict this form of the instrument, 
Campanian kylix Vienna 217. The scene is in the in- 
terior: Apollo seated to the right, wreathed, with his 
laurel staff, while the Muse stands before him with the 
kithara and plektron. The other two Italiote vases do 
not show Apollo. On Apulian vase, Leningrad St. 498, 
a rather typical afterlife scene containing a number of 
marriage-rite symbols, Orpheus (wearing his Phrygian 
cap) stands with kithara before Hades and serves as 
guarantor of the lady with matron's fan behind him 
(on the far right is Aphrodite, who with her incense 
burner before her, is seated with a parasol beside a 
large laver on a pedestal). The remaining piece, a leka- 
nis (dish) lid from Sicily now at Palermo, has only an 
odd outline sketch of a long kithara, which is used to 
fill the space around the woman's head that forms the 
main design. 

Aside from the few vases described above, there 
is only one other fourth-century object with a scene in 
which this “Hellenistic” kithara appears: a marble vo- 
tive relief from Thessaly, Athens 1380, which depicts 
Apollo, Leto, and Artemis. . 

Since all these scenes are the same as those in 
Which the standard kithara is found, making it clear 
that this instrument is nothing more than a modern- 
ized version of the standard kithara, we are not sur- 
prised to find that it is held, played, and tuned just aS 
15 the standard kithara. The performers hold the in- 
Strument upright and stand to play: the woman seated 
with it on Naples 299] is tuning, right hand at kol- 
lopes, left hand testing the strings in the usual manner. 
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The small amount of evidence indicates that both 
hands are used to play in the manner common to all 
Greek lyres, except that in two of the three examples 
of the right hand in use, the plektron sweeps the 
strings above the top of the soundbox (Leningrad St. 
1795, San Simeon 9941).*! 
The details of the construction of this instrument 
as it existed in the fourth century are difficult to pin 
down, since our few depictions of it were not executed 
with great care and some of them have been damaged. 
The clearest representation is not from a scene at all 
but from a jasper scaraboid on which the instrument 
itself is the only design (fig. 5). This may be taken as 
a representative example, though every other depic- 
tion differs in at least one respect. The most common 
difference is in the inner-arm decoration, confined to 
a small area close to the crossbar in about half our 
examples, completely absent in two cases, and very 
small in another. The arms are longer above the cross- 
bar in half the representations and usually somewhat 
thicker, but only two examples lack the knobs that 
flare out at the top in figure 5. The crossbar has its 
knobs set in from the ends in three cases, and on Vi- 
enna 217 it appears to have no free ends or knobs at 
all. The curve of the arms is the same as, or similar 
to, the one shown in figure 5 in most cases, but the 
Sides are straighter on Naples 2991 and Athens 1380, 
and on the diagrammatic Palermo lid figure the curve 
ends abruptly above a long, rectangular soundbox. 
More than half the available examples do have a 
longer soundbox than in our illustration, a foretaste of 
the even longer form the instrument was to acquire in 
one of its later Hellenistic-period manifestations. That 
the base of the instrument is triangular (or rather pen- 
tangular, with a point at center back) has been indi- 
cated by the artist of Leningrad St. 1795, who has let 
the bottom show as though the instrument were tipped 
back. 

The number of strings this kithara had in the fourth 
century cannot be ascertained. Vienna 217 has six; our 
illustration shows seven; the silver coin from Lesbos 
with an elongated kithara (London, Anson 333) has 
eight; Naples 2991 has perhaps eight; and the instru- 
ment sketched on the Palermo lid has nine (with six 
kollopes). None of the others has strings indicated. 
The situation is much the same for representations 
from the Hellenistic and Roman periods. 

After the fourth century, the instrument seems to 
have continued to change gradually, losing its upper 
arms (so that the crossbar sometimes sits atop the 
arms) and becoming less curved along the sides (losing 
the “hip”) and longer in the soundbox, which tapers 
inward at the sides and is narrowest at the bottom. 


"vs 


The small votive bronze from the third-century Anti- 
kythera shipwreck, in the Athens Muscum, is an ex- 
ample of this changed shape (fig. 6). The instrument 
also loses the rest of its inner-arm ornamentation in 
most cases, though this is occasionally still present, 
usually in a much simplified form. In a few examples 
the soundbox (and thereby the whole instrument) is 
very elongated (Athens 1485, of 119 в.с.; London 
2191, 150-120 в.с.; Argos 339, Hellenistic). Two Ro- 
man copies of Hellenistic Greck statues of Apollo 
(London 1380, first century А.р.; Nicosia, from Sala- 
mis, second century A.D.) show, as docs figure 6, that 
the instrument curved from top to bottom. These very 
late examples also have a deep box the full width of 
the soundbox at the bottom front to serve as the lower 
string fastener; strings fastened to its outer edge would 
have run to the crossbar at a considerable distance 
from the player's left hand, making any theory of pitch 
changes involving the left hand still less tenable. 
Throughout its history, the instrument continues to be 
closely associated with Apollo, who is the player in 
nearly all the identifiable depictions. 


The Italiote Kithara 


A kithara with parallel arms that do not curve out to 
the sides and a straight-sided, often rectangular sound- 
box is found in the fourth century almost exclusively 
in Italiote vase paintings. This kithara, which first ap- 
pears ca. 360 s.c., is not seen until somewhat later, 
and then only on rare occasions, in other parts of the 
Greek world. 

On Apulian vases, which account for most of the 
fourth-century examples, this "ltaliote" kithara gen- 
erally appears along with other objects that have been 
identified as symbols of marriage rites (see above), but 
it does not seem to be associated with Apollo. It lies 
near the feet of a young man who is apparently being 
instructed and prepared for the rites under the super- 
vision of Aphrodite (Naples 2867). and it lies between 
Aphrodite and Eros, who are part of a purification 
scene at a laver on a pedestal (Richmond, Va. 80.162). 
It hangs above another young gentleman who has 
reached a later stage, perhaps, and is about to be pre- 
sented to Persephone and Hades (Leningrad St. 426); 
it is played by the young man who has doffed his 
wreath and seated himself beside his bride on a реке 
in the Chamay Collection in Geneva (while Aphrodite 
rides overhead in a chariot pulled by Erotes); and on 
four pelikes, Boston 10.234. Naples 3224, San Simeon 
5609 (fig. 7), and Torino 4149 (fig. 8), it is played by 
or (on thc Boston vase) lies near a voung man seated 
on his marriage couch.*! His bride sits beside him on 
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the Boston and Torino vases; on the Naples and San 
Simeon vases the woman seated nearby, with matron's 
fan (San Simeon) or wreath and small chest (Naples), 
mav be the bride or the goddess. The young man on 
these last two vases might be thought to be Apollo 
were it not for the plethora of marriage symbols sur- 
rounding him: Eros, a laver on a pedestal, two chests, 
the strange ladder-like object (possibly a handloom or 
abacus), the swan (associated with Aphrodite as well 
as with Apollo), Persephone’s whirligig torch (?), and 
perhaps the fruit-bearing tree, all on San Simeon 5609; 
all but the laver and torch also appear on Naples 3224, 
which has in addition wreaths, fillets, and a swag of 
flowers. rae 

Two Campanian vases on which the Italiote kithara 
appears (in the hands of a seated young man attended 
by two women), Ann Arbor 28809 and Naples 808, 
have been thought to represent Apollo or a victorious 
kitharodc. But here again there are unmistakable sym- 
bols, particularly the incense burner (associated with 
Aphrodite) that stands behind the player on both 
vases, as well as the panther skin spread over the stool 
on which the player sits, which calls to mind the other 
deity associated with these rites, Dionysos. Other 
small items, on one vase or the other, reinforce the 
symbolism: swan (or crane) on the player's knee, elab- 
orate basket of food, sprays of leaves, fillets, flowers, 
and grape cluster, 

The Italiote kithara may turn up in mythological 
scenes, however, On Apulian vases, where one side, 
or one major scene, may be mythological while the 
Fest portrays the afterlife, we find it in several con- 
texts: it lies at Aphrodite's feet as she and Eros look 
down on the pursuit of Ganymede by Apollo (dis- 
guised as a swan) on a Noble Coll. situla (cylindrical 
pot) in Maplewood, New Jersey; Dionysos plays it in 
the upper corner of a scene devoted to the story of 
Hypsipyle and the Seven against Thebes on Naples 
3255; and it appears in two paintings of Niobe mourn- 
ing. once lying below the naiskos in which Niobe 
stands (Naples 3246), once in the hands of an attend- 
ing woman (Taranto 8935). In the first two of these, 
since Aphrodite and Dionysos belong as much to the 
marriage-rite scene on the other side of the vase as to 
the mythological one, the presence of the instrument 
is easily understood, especially since on Naples 3255 
funeral rites for Hypsipyle's young charge Archemoros 
are portrayed. In the paintings of Niobe, various ob- 
jects that might be brought to a tomb and that have 
been identified as symbols of the marriage ceremony— 
boxes, baskets. wreaths. mirror, fan, as well as kith- 
ara—are depicted. and we may speculate that these 
are being brought as funeral gifts for Niobe's Children, 


who were destroyed by Apollo and Artemis as pun- 
ishment for Niobe's hubris; the scenes on the reverse 
sides do not contradict this interpretation. 

Outside Apulian-Campanian circles, the Italiote 
version of the kithara had more conventional associa- 
tions in the late fourth century. On the lid of a Sicilian 
lekanis, Lipari 749A (ca. 340-330 s.c.), it is held by 
Apollo, who is seated near an omphalos (round stone 
representing the navel of the earth), has a phiale in 
his right hand, and is accompanied by Artemis (who 
holds a torch and has an arm around a large hound) 
and a drum-bearing satyr. Our only certain fourth- 
century representation from Greece proper, a marble 
slab from Mantinea that formed part of the base for a 
sculpture group of Apollo, Artemis, and Leto (fig. 9), 
depicts this rectangularly shaped kithara in the hands 
of one of the Muses watching the contest of Apollo 
and Marsyas. (On a Hellenistic marble relief from the 
second century B.c. depicting the Apotheosis of Ho- 
mer, London 2191, this kithara is again held by a 
Muse.) 

The ltaliote kithara appears in quite a different 
context on a second Sicilian vase. On Leningrad 2079, 
ca. 340-300 B.c., we see a drunken Heracles with two 
maenads (one of whom holds an aulos, while the other 
has an oversize version of the Italiote kithara) who try 
to distract the satyr (?) leaning over a gate pouring 
water on Heracles as he lies happily on the ground оп 
his lion skin, his club beside him. This theme of wine 
and music is echoed somewhat later in the paintings 
on three Gnathian vases, Naples 80987, Naples 80084, 
and Warsaw 138485. The first of these is decorated 
only with the kithara, a krater, and a pair of criss- 
crossed auloi surrounded by grape clusters and leaves, 
and the second is similar, with crisscrossed auloi, harp 
(see below), and rectangular kithara framed in the 
same fashion. On the third vase an actor representing 
Heracles (he is seated on an animal skin and wears а 
sort of double mask) sits playing the Italiote kithara 
in an arbor with grape clusters and leaves overhead. 
These tantalizing glimpses of a connection between 
this instrument, Heracles, and wine drinking are all 
we can bring forward at present to mark this aspect of 
the associations of the Italiote kithara (cf. the discus- 
Sion of Heracles in chap. 3).9 

Eros joins the list of players of this instrument ОП 
two later Hellenistic terra-cottas, Boston 97.300 (from 
Euboea) and a terra-cotta at Samothrace, thus bring- 
ing us around again to the associations with love ап 
marriage found earlier on the Apulian vases. These 
Erotes, along with a few other unidentifiable terra- 
cotta figures, and a Muse on London 2191, mentione 
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above, carry the only later Hellenistic examples of the 
Italiote kithara now at hand.“ 

This instrument, like the standard kithara, is held 
upright when it is played; but it may not always have 
been played with a plektron. The evidence is very 
sketchy: only two vases show the left hand in use, 
Apulian pelike Torino 4149 (fig. 8; the vase has two 
examples) and Gnathian krater Warsaw 138485. Two 
of the players on these vases appear to pluck with both 
hands (their hands are open, with fingers and thumbs 
separated and curved), while the woman playing on 
Torino 4149 (whose left hand is not visible) may use 
her right hand to pluck. The seated man on Campan- 
ian krater Naples 808 may hold a plektron, but he is 
gesturing, not playing; a Santangelo Coll. terra-cotta 
in Naples showing a seated woman with the Italiote 
kithara shows the instrument played with a plektron. 
When the right hand plucks, it may be below the upper 
edge of the soundbox (fig. 8) or up near the crossbar 
(Warsaw 138485). 

The left hand, sometimes in playing position even 
when the right hand is not, can be clearly seen on two 
other vases in addition to the three just mentioned, 
Leningrad 2079 and Ann Arbor 28809. All but one of 
this group of five portray the left hand in plucking 
Position, thumb and index finger, or thumb and little 
finger, brought close together, or, in one case, thumb 
bent in front of palm, with other fingers straight. On 
the Ann Arbor vase the thumb and fingers are all 
extended straight and separate, in the position that 
may indicate damping. 

The player tunes his Italiote kithara on two vases, 
Apulian pelikes Naples 3224 and Geneva, Chamay 
Coll. In both of these he places his right hand over 
the crossbar, while his left hand, in playing position, 
tests the strings—the typical tuning technique already 
frequently observed in fifth-century examples. When 
playing, the performers, both women and men, are in 
most cases seated. None of them sings while playing 
(as far as can be discerned), nor does anyone else in 
the vicinity. 

Because the examples are comparatively few and 
the variants many, the Italiote kithara is somewhat dif- 
ficult to describe. The arms of the instrument usually 
seem to be quite narrow and straight, though a few 
Objects make it clear, by making both arms appear to 
curve in the same direction (see fig. 7), that they go 
curve forward. (This effect is also slightly visible in fig. 
9.) The arms often extend downward all along the 
sides of the soundbox, according to a number of paint- 
ings such as figure 7. They arc also often provided with 

Ornaments just below and/or sometimes just above, 
the crossbar, small disks, knobs, or crosspieces, Some- 


times two or three (a few have many) on a side, 
painted white if the instrument itself is in white (often 
the case) and resembling crossbar “knobs” (fig. 8). 

À The crossbar, which may or may not have knobs, 
is attached a short way down from the upper end of 
the arms (it is at the top in fig. 9 and on the Chamay 
Coll. pelike in Geneva). The kollopes that secure the 
strings at the upper end appear to be the same as those 
used with other members of the lyre family. The in- 
formation about the number of strings is inconclusive: 
they are indicated in only 16 of 30 examples, 2 with 
five strings (or kollopes), 4 with six strings, 6 with 
seven strings, and 4 with nine strings (one vase, Torino 
4149, accounts for one seven-stringed and one nine- 
stringed example). 

The body of the instrument is in some cases simply 
a squarish rectangle, as in figure 7, but more than half 
the items available indicate that the upper edge of the 
soundbox rises to a point at the center (see fig. 9). In 
five of the paintings the lower edge of the front of the 
soundbox also seems to come to a point, making a 
shape that looks hexagonal (Naples 808 is a good сх- 
ample). But evidence from the two marble reliefs, fig- 
ure 9 and London 2191, corrects this impression, 
reassuring us that the lower front edge is straight and 
that what the painters attempt to show in these cases 
is the triangular base, with a point at the center back. 
Figure 9 indicates these features clearly, while the sec- 
ond-century London 2191, a back view, confirms that 
this instrument, like the standard kithara, has a 
humped back with a rounded ridge running down the 
center. 

Such details as bridge and lower string fastener аге . 
rarely indicated; the bridge can be seen only on Sicil- 
ian lekanis Liparl 749A (as a linc) and Gnathian kra- 
ter Naples 80084 (as a wide black rectangle); and the 
lower string fastener is visible in only just over half a 
dozen examples, including two from the Hellenistic 

riod, in the shape of a long rectangle, in outline or 
relief. None of the representations shows a wrist 
sling, and only two players, as noted above, seem to 
be holding а plektron (Naples 808 and a Naples San- 
tangelo Coll. terra-cotta). None of the Italiote kitharas 
has a cloth hanging from behind it (the billow of cloth 
behind the one on Leningrad 2079 is part of the mae- 
nad's cloak). and only fivc have sashes: two long, rib- 
bon-like strands on Ann Arbor 28809 (in white). Bari, 
Lagioia Coll. (white), Taranto 8935, and Lipari 749A; 
and two white ribbons, a bit wider and attached to the 
wrong arm. on Leningrad 2079. 
Seen directly from the front, the Italiote kithara 
h its straight arms and almost square soundbox 


wit 
ike a long rectangle. Its size, like its other 


front looks ! 
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features, varies a good bit. The instrument in figure 7 
is one of the smaller examples, while Leningrad 2079 
has the largest, reaching from the player's mid-thigh 
to the top of her head. The width also varies, from % 
to *4 of the height (most often between % and / of 
the height). Like the standard kithara and its descen- 
dants, this instrument must have been constructed 
mainly of wood. Since in a number of cases it is 
painted white, we may speculate that the actual in- 
struments were also painted or perhaps made from 
wood of a light color. 


The Chelys-Lyra in the Fourth Century 


Images of the chelys-lyra grow comparatively scarce 
in the fourth century, though they are still better rep- 
resented among the stringed instruments than are the 
harps. Two-thirds of the fifty or so representations of 
the fourth-century chelys-lyra assembled for this study 
were made in Greece or East Greek areas, the rest 
(consisting of vase paintings only) in southern Italy. 
Most of them are vase paintings, for only a few terra- 
cottas, coins, gem stones, and marbles of the fourth 
century include recognizable images of the chelys-lyra. 
This dependence on vases gives rise to an odd chro- 
nological distribution, for most of the vases from 
Greece were made before 390 в.с.. while nearly all 
those of southern Italy (from which we have only vase 
paintings) were made after about 375 в.с. 

The scenes on vascs from Greece in which the che- 
lys-lyra appears follow for the most part themes fa- 
miliar from the late fifth century: Dionysos with 
Ariadne, satyrs, and maenads; Apollo and Marsyas or 
Apollo and Artemis; and banquet or symposium 
Scenes, processions, and single figures before a tripod 
(a boy, a Nike, or a person seated). The scene of a 
girl dancing, scen on Athens 1187 (ca. 410), where her 
accompaniment is the aulos (the lyra hangs on the 
wall), is echoed іп a later vase made for а wedding 
ceremony, on which three young women dance while 
a fourth plays the lyra (Athens 12894). Less familiar 
themes include a lyre-playing Eros astride a dolphin, 
the Meidias Painter's Aphrodite and her attendants at 
the wedding of Demonassa and Phaon (a mortal to 
wbom she gave irresistible charm), figure 10, and two 
marble sirens with lyres from the Kerameikos ceme- 
tery at Athens (fig. 11). These sirens, along with 
grave monuments on which the deceased is portrayed 
playing the chelys-lyra, show the continued association 
of the instrument with ideas of death and afterlife. 

` To the representations of Apollo must be added the 
Meleagros Painter's scene of Apollo's arrival on Delos 


seated on a swan, and a later painting (ca. 370 B.c.) 
that shows him riding a griffin.” 

Some of the scenes on Italiote vases are borrowed 
from Greek models, in idea if not in actual composi- 
tion. An Italiote vase from the late fifth century has a 
painting of nine Muses, and others ca. 400 в.с. show 
Apollo and Artemis, or Dionysos (?) riding a camel 
surrounded by men and women in eastern dress play- 
ing frame drums and lyres.? The main group of Ita- 
liote vases, beginning ca. 375 B.c., also continues 
various representations of Apollo (alone, with other 
gods, with the Muses, or competing with Marsyas), 
banquet or symposium scenes (still found on relief 
ware of the first century в.с.), and Dionysiac celebra- 
tions. Here too we find Apollo arriving on a swan, and 
(on the reverse of the same vase) a dolphin bearing a 
lyre player (Arion, Taras, or Apollo); and sirens can 
be seen, in a scene that shows Odysseus tied to the 
mast of his ship to resist their song.” 

Brides attended by women and Erotes (fig. 16) also 
appear on these Italiote vases in scenes similar to those 
on a number of fifth-century Athenian vases. But since 
south Italian vases were made as funerary ware, 
H. R. W Smith's contention that their scenes indicate 
a belief in marriage and remarriage in the afterlife, 
discussed above in the section on the standard kithara, 
must be recalled once more. There are four vases that 
appear to show the preparations of the bridegroom, 
attended by Aphrodite.? These scenes usually have a 
seated central male figure (the groom) and may in- 
clude Aphrodite, Eros, Pan (who provides water for 
Aphrodite's rites), and various of the objects that may 
also be found in brides’ scenes: mirrors, situlae, 
wreaths, phiales, round covered baskets, and musical 
instruments (the brides also have fillets, balls, fans, 
and the ladder-like object discussed above, probably 
an abacus or handloom). The significance of the god 
Pan in this context may carry over to a Campanian 
vase on which we see only two figures: Pan confronting 
a woman who sits on a rock playing the lyre.” That 
the chelys-lyra also has a funerary meaning, as on the 
Attic stelae, perhaps as a symbol of the pleasure of 
the afterlife, is made clear by several paintings that 
show the deceased as a statue in a temple-like grave 
Monument (naiskos).” The lyre may hang from the 
rafters of the naiskos or be held either by the de- 
ceased, or, on a funerary vase of a comic poet (fig- 
12), by a youth who perhaps represents his slave. 

In Greek vase paintings of the end of the fifth cen- 
tury and the first decade of the fourth, the chelys-lyt4 
appears along with krotala and frame drums in Dio- 
hysiac scenes, and sometimes with the standard Bm 
ага and auloi in depictions of the story of Apollo an 
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Marsyas; іп the late fifth century it is still paired 
(though not played) with the aulos in a painting of a 
girl in (Thracian?) costume dancing, and played with 
the aulos in a procession of revelers—with the aulos 
case attached to the arm of the lyra, as in earlier paint- 
ings." 

Italian vases include frame drums, but not krotala, 
in Dionysiac scenes along with the chelys-lyra and con- 
tinue the custom of including the lyra along with stan- 
dard kithara and aulos in paintings of Apollo and 
Marsyas. Following traditions of earlier decades of the 
fifth century at Athens, a late fifth-century Italian vase 
portrays the Muses with chelys-lyra, trigonon, phor- 
minx, and auloi, while a vase from the main group 
(375-325 s.c.) brings together lyra and standard kith- 
ara in a painting of Apollo and two Muses. Aulos and 
chelys-lyra, often seen together in Athenian banquet 
or symposium scenes in the fifth century, also appear 
in such a scene in this group. Finally, the lyra takes 
its place along with the harp, or harp and auloi, in 
scenes in which brides are made ready for their other- 
worldly marriages (see fig. 16).” 

Players of the chelys-lyra on Attic vases made be- 
fore 390 в.с. are, as earlier in the fifth century, nearly 
all male (boys, young men, or mature men, mytholog- 
ical or mortal) and without any special costume; they 
wear only a mantle or are nude, perhaps with a folded 
cloak over arms or shoulders.” The few women who 
hold or play the lyre in both Greek and Italian paint- 
ings before 390 в.с. are modestly dressed mythological 
figures in chiton or peplos (Artemis, Ariadne, a Nike, 
the Muses) except on a lebes stand of 400-390 s.c., 
Athens 12894, which depicts a female lyre player and 
three dancing women, all in the same unusual cos- 
tume: they are nude to the waist, with straps criss- 
crossed back and front, and wear skirts that come only 
to their knees. According to Metzger, the dance is the 
kalathiskos (literally, “basket dance"); the vase shape 
is one associated with weddings.” 

Female players of the chelys-lyra are better rep- 
resented on the Italiote vases of ca. 375-325 B.C., 
thanks to the wedding-preparation scenes in which the 
instrument is held by brides or female attendants. The 
costumes of both men and women remain the same as 
in the earlier period, with exceptions of two kinds: 
first, in two of the Italiote paintings, the young men 
(in one case a groom-to-be, in the other his attendant) 
wear high boots and short, decorated tunics, a com- 
mon local style of dress not restricted to musicians and 
seen in a number of paintings from southern Italy at 
this time.” A second kind of exception comes from 
the eastern edge of the Greek world in the form of 
small fourth-century terra-cotta votive figures from 


Rhodes—standing, youthful male musicians draped in 
mantles wearing high round hats, a headdress remi- 
niscent of the Archaic terra-cotta musicians from Cy- 
prus discussed in chapter 2. : 

Chelys-lyra players in fourth-century representa. 
tions, whether they are male or female, may stand or 
sit as the circumstances require. No examples have 
come to hand that show them tuning, and only on 
Berlin 2402 does there appear to be a singer to the 
lyra, a satyr who sits on the foot of Dionysos’ couch 
singing and playing. The manner in which the lyra was 
held when played had clearly not changed since its 
days in fifth-century Athens; it is still supported by the 
left arm and wrist, the wrist holding taut a band that 
passes around the outer arm of the instrument, which 
is tipped away from the player somewhat (there are 
the usual variations from upright to 90°). The left-hand 
fingers show the same variety of positions for damping 
or plucking the strings noted earlier and common to 
all members of the lyre family; the right hand is not 
often seen in action in the fourth-century paintings and 
sculptures located for this study, but it wields the plek- 
tron with the familiar gestures, with two notable early 
fourth-century exceptions, both of them Greek: in the 
courtship of Phaon and Demonassa by the Meidias 
Painter (fig. 10), lyre-playing Phaon holds his plektron 
against the strings in a way that might be interpreted 
as drawing the plektron toward him or perhaps pluck- 
ing individual strings with it; and the woman who ac- 
companies the dancers on Athens 12894 holds her 
right forearm at shoulder level, wrist arched, sweeping 
the strings with the plektron at the point where her 
left-hand fingertips will also touch them. 

The fourth-century evidence for the chelys-lyra, 
though it does not permit conclusions of the sort that 
must be based on a large number of carefully painted 
examples, does offer individual paintings and other 
objects that should be considered in forming a general 
picture of the instrument throughout its history. 

A good estimate of the size of the chelys-lyra, or 
at least of one appropriate for a boy to play, can be 
made from measurements taken from a large stele 
found at Potidaca (Thessaloniki 2465). The height of 
the chelys-lyra here is slightly more than one and a 
third times the length of the boy's forearm (elbow to 
first knuckles); and it is half as wide as it is tall. 
Among the eastern and mainland Greek fourth-cen- 
tury examples, there is none with more than seven 
strings, though three to six strings may be found, since 
there are a number of small objects and carelessly 
painted vases. The ltaliote examples yield a similar 
picture, except that three paintings more or less cer- 
tainly show eight strings (sce fig. 12).® 
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Most of the fourth-century representations indicate 
both soundboxes and arms of the familiar shape, 
though lyres of anomalous shapes appear more fre- 
quently in the fourth century than in the earlier peri- 
ods (especially in view of the smaller size of the total 
available sample), nearly al] of them in paintings or 
on seal stones that are of non-Attic manufacture. 
There are still mainland Greek efforts to show that 
the arms slant forward from the soundbox. Two tum- 
of-the-century Athenian painters have left three-quar- 
ter views of the chelys-lyra with arms either curving 
to the left or with one nearly straight and one curving 
left (see бр. 10).% The reality behind these attempts 
at perspective is apparent when one examines the 
large sepulchra! sculpture of a siren from the Kera- 
meikos cemetery at Athens, dated ca. 350 s.c. (fig. 
11): the siren's left hand, even though the fingers are 
gone, reaches over the top of the chelys soundbox 
quite a distance in what must have been the gesture 
of damping the strings; the length of the hand and the 
missing fingers suggest how far the strings slanted away 
from the soundbox. 

The chelys pattern on the back of the lyra, and its 
border, can be seen in both Attic and Italiote paintings 
of the fourth century, in relief on the lyra of the marble 
siren (fig. 11), and on fourth-century terra-cottas from 
Tiryns and Rhodes.® The way in which the arms fit 
into the front of the soundbox, suggested in figure 10, 
can be ascertained from the shaped opening left in the 
soundbox of the marble siren in figure 11, though a 
similar siren with a less detailed instrument (Athens 
715) shows only a small hole pierced through the up- 
per edge of the shell: in sculpture as in painting the 
artist does not trouble himself with the details of in- 
Strument construction unless it serves his purpose. 

The bridge of the lyra continues to be represented 
as a black line, thick (fig. 10) or thin (sometimes wider 
at one end), or us an outlined rectangle. The gem 
cutter who made the cornelian ring stone London, 
Walters cat. 1153, made the bridge stand in consider- 
ably higher relief than the soundbox on which it sits. 
The feet of the bridge are not customarily shown in 
the paintings, which are often sketchy or inept. but 
they can still be found at the end of the century on 
“West Slope" ware: on fragments of two phiales dec- 
orated with lyres and rhytons. bridges with feet are 
painted in red against white soundboxes.“ The lower 
String fastener is also very seldom indicated, and then 
only as a straight line, or at the most, a line with short 
tines joining its ends to the lower edge of the soundbox 
(as in fig. 10).5 

Kollopes are often shown in fourth 


К “Century paint- 
ings from both Attica and Italy, and 


all through the 


century there are examples (fig. 10) that clearly show 
the long, individual kollops pins extending above and 
below the crossbar. As іп the fifth century a small 
handful of chelys-lyra representations have crossbars 
that end in knobs.” There are almost no other deco- 
rative touches; even lines down the arms, as in figure 
10, or across the tops of the arms are rare.™ 

Clear views of the plektron are scarcely to be found 
in the fourth century; all the paintings in which it is 
really visible are Attic and dated between 420 and 390 
B.C. Marble siren Athens 775 (similar to the one in 
fig. 11), who, though her chelys-lyra is not carefully 
detailed, holds a well-sculpted plektron against her 
breast, is thus of special importance. She gives us a 
three-dimensional view of a plektron much like the 
one in figure 10 and so allows us to see in particular 
the thick, rounded plektron handle, which we might 
otherwise have taken to be flat." The tassel of the 
plektron, barely indicated in figure 10, is clearly shown 
in detail only on New York 49.11.2, a Boeotian black- 
figured oinochoe of the late fifth century. In this paint- 
ing the plektron cord is attached to and looped over 
the arm of the instrument that a boy is lifting down 
from its peg on the wall. : 

Both wrist sling and sash are also seldom seen in 
the fourth century, and for the few examples we must 
turn this time to south Italian vase paintings. Three 
on which wrist slings are indicated are Munich 3268 
(late fifth century), Rome, Vatican T 11, and Toronto 
410, though on the latter (Apollo seated on a swan) 
the sling is loose and the instrument is unsupported. 
(One suspects that the painter had not often seen a 
chelys-lyra, and perhaps had never seen one actually 
played.) On these same vases and on Mannheim, Reiss 
Cg 315, a sash is also present, shown as a long. wide 
fillet, doubled through the sling on the latter vase and 
on Vatican T 11. It is shown as a bow knot of the sling 
on Toronto 410 (swan side) and as a few short string- 
like strands on Munich 3268. 


Materials Used in Construction of Lyres 


The fourth-century literary sources add a few pieces 
of information to our meager knowledge of the con- 
Struction of instruments of the lyre type. Plato, for 
example, in referring to keratinois plektrois ("plectrà 
made of horn"), confirms what could only be conjec- 
tured from a line in Euripides regarding the matcrial 
used to manufacture plektra. Plektra may also diae 
Sometimes been made of wood (or perhaps with 3 
wooden handle?). if the mention of an ivory lyre ап 

a plekiron xylinon (“wooden”) on а late-fifth- or early- 
fourth-century inscription recording the inventory © 
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items housed in the Parthenon refers to a playable 
instrument rather than a votive model." Aristotle, al- 
though he does not mention the material used, com- 
pares plektra with shuttles, an especially significant 
analogy when one takes into account the resemblance 
in form of both these spoon-shaped objects as they are 
shown in the vase paintings, not to mention their anal- 
ogous function in "striking" the strings of the lyre or 
the warp of the loom, either of which activities can be 
described by the same verb in Greek, krouein.” 

. Plato mentions the lyre maker (lyropoios) several 
times in various analogies; for example, he has Soc- 
rates contend that the user of an object is best quali- 
fied to supervise the making of that object, just as the 
user of lyre maker's work, that is, the kitharistes, 
knows best whether the product is well made or not.” 
Plato also provides a particularly helpful reference to 
a "lyra" that mentions the use of wood (xyla) as the 
major component of the instrument besides the 
strings. In the passage in question one of the speakers 
with whom Socrates converses on the final day of his 
life raises doubts about Socrates’ arguments that the 
soul survives the destruction of the body. He says that 
if it is true that the soul is a harmonia, will that har- 
monia survive the destruction of the body any more 
than the harmonia of a lyra would survive the breaking 
of the instrument and the cutting of its strings? Yet 
according to Socrates’ theory, he goes on, the har- 
monia of the broken instrument would still exist some- 
where, at least until the wood and the strings rotted 
away.™ There seems little doubt that the instrument 
the speaker is envisioning is the kithara, since the 
soundboxes of the other likely candidates (the chelys- 
lyra and the barbitos) are shown in the vase paintings 
to have been made chiefly of tortoiseshell (which does 
not decay), not wood; the point of the analogy—the 
existence of harmonia for at least the life span of the 
components of the broken instrument—would be lost 
if the speaker referred to any sort of lyre other than 
one made primarily of perishable materials. 


Fourth-Century Harps 


Whereas Nearly all fifth-century representations of 
harps are Attic in origin, in the fourth century ‘Over 
two-thirds of them come from southern Italy, and the 
few that do come from Greece proper differ from 
those seen in Italiote paintings. Moreover, the scenes 
in which harps are included are generally not the same 
for these groups, though they share some elements, 
and both show a preponderance of female players. 
In three of the nine available Attic and East Greek 
Tepresentations, а woman (Ariadne or a maenad) 


plays the harp in the presence of Dionysos, while a 
satyr plays for him on a fourth; and the young man 
seated on an animal skin playing the harp on an un- 
numbered Leningrad scaraboid may be Dionysos him- 
self. The banquet scene on Attic krater Naples 2202, 
with its wine vessels, Erotes, and three pairs of lovers 
(one of the women holds the harp), contains objects 
that symbolize both Dionysos and Aphrodite (the lat- 
ter, with Eros on her lap playing the harp, appears on 
Jena 390). The women on Leningrad B3128, one of 
whom has the harp, are probably Muses (and the 
standing man with a lyre between them, Apollo), 
while the player on Boston 01.8101, an Attic poly- 
chrome molded wine pitcher, is a siren. 

Otherworldly or mythological courtship and mar- 
riage scenes, by contrast, are the subject of nearly all 
the Italiote paintings that include harps: of twenty-four 
studied, all but one or two (Stockholm 12 and perhaps 
the Basel Priv. Coll. skyphoid pyxis) seem to belong 
to this category. Two are mythological wedding or 
courtship scenes: Helen and Menclaus, with an Eros 
and harp player on Boston 00.360 (fig. 13); Heracles 
and Omphale (?) among women on Berlin 3291, On 
New York L63.21.6 (fig. 14) a woman harpist sits at 
the foot of a couch on which a young man reclines. 
The krater in his hand, the satyr with thyrsos who 
stands behind him, and the voung man's mask that 
hangs above him on the wall, all indicate that this is 
Dionysos. The maenad on the left, however, bears not 
only a thyrsos but a thymiaterion (incense burner), an 
attribute in these paintings of Aphrodite; and in the 
scene on the reverse a woman holding a chest and a 
fillet stands between young men bearing wreaths, all 
part of the customary wedding paraphernalia. 

Among the paintings of the main group all stages 
in the process of otherworldly courtship and marriage 
are represented. On a pelike at Paris a deceased 
woman is painted seated in her naiskos playing the 
harp while two female friends or relatives stand 
around her with objects she will need for the rites to 
be performed: fan, fillet, and small chest. Courtships 
in progress can be observed on (wo vases where a 
woman sits with a harp and a man stands before her, 
wreath in hand and one foot up on à low object: both 
scenes include Erotes and objects such as mirrors and 

iales (fig. 15).* 
ac үч of the proceedings most frequently Че- 
picted is the bride's preparation for the wedding. The 
bride herself usually sits playing the harp while the 
attendants around her, male and female, bring the nec- 
essary items (fillets, fans, wreaths. 7111005, the loom- 
or abacus-like object, and so оп). On Copenhagen 
Chr. VIII 316 (fig. 16) a group of women dance and 
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play the aulos and harp in the upper zone on the vase 
while the bride is arrayed in the lower zone. where the 
figures around her include Aphrodite with a swan, two 
Erotes, a fawn, and four attendants, three female and 
one male, carrying fan, perfume bottle, wreaths, mir- 
ror, and chest (in the upper zone are fillet, “abacus,” 
sluicing pan, and another mirror and fan): her hus- 
band-to-be is similarly attended on the reverse side.” 

Four of the scenes include a large laver on a ped- 
estal for the ritual bath, and in two of these the harpist 
officiating is Orpheus, the great authority on purifi- 
cation rites, who is identified by his Phrygian cap (fig. 
17). He secms to fill his musicianly role in connection 
with the groom's preparations rather than the bride's, 
though in the case of Paris Bibl. Nat. 1047, it is not 
clear for whom the bath is intended." 

The harp is part of the other stages of the groom's 
preparations for the ritual in two paintings. In Herbig's 
IV-2b, 4, he himself plays it—he, Orpheus. and the 
young man playing for a woman reading a scroll on 
the Basel skyphoid pyxis are the only males among the 
Naliote harp players. On Naples 2867 a female harpist 
looks on while three other women and an Eros attend 
the groom; wreaths hang above, and a lyre and the 
loom- or abacus-like object lie about on the ground. 
Finally, on one vase we see the couple sitting together 
on a couch surrounded by women with boxes, parasol, 
ball. sluicing pan, mirror, and harp, while the ubiq- 
uitous Eros brings a wreath; a swan preens itself 
among the women, and the ladder-like abacus lies on 
the ground. ^ 

A harp appears with another instrument only once 
among the Athenian examples: a Dionysiac scene in 
which a maenad plays the tympanum (frame drum). 
In the wedding preparation scenes on ltaliote vases the 
harp appears with the Italiote kithara or chelys-lyra, 
and with aulos.'" 

Alt the fourth-century players of the harp are 
seated, except for the woman who stands with her left 
foot on a column drum to lift her knee so that the harp 
can rest on it (fig. 13), and the siren (Boston 01.8101) 
whose harp is perhaps magically supported and whose 
knees would not, in any case. be suitable, The harp 
ordinarily rests on the player's left knee (in paintings 
similar to fig. 15 it seems held against the side of the 
thigh. but this would be unlikely since it would restrict 
the movement of the left arm and hand). But it sits 
beside the plaver оп С ambridge Mus. Class. Arch. UP 
143 and twv other Italiote vases; it sits on the ground 
as docs the player, at an angle of more than 90° from 
her legs. on Los Angeles 50.8.25; and on Heidelberg 
· 26.86 the harp is turned away at the same angle, but 


the player is seated on a folding stool, and the harp 
has no visible support. 

Though the players are often shown with only the 
left hand at the strings, simply supporting the harp or 
idly plucking the strings, nearly a dozen fourth-century 
harpists with both hands engaged have been located. 
From these we learn that the players are regularly por- 
trayed with the left hand touching the farther strings, 
the right hand the nearer ones; that is, the left hand 
playing the longer, lower pitched strings, the right 
hand the shorter, higher pitched ones (the players of 
arched harps on fifth-century vases are also depicted 
with left hands advanced). Since the harp sits on the 
player's left thigh, the left hand can indeed reach the 
farthest strings somewhat more easily than can the 
right hand. The paintings may thus simply reflect a 
convention that, except when the course of the music 
makes it inconvenient, the farthest strings are to be 
plucked and damped with the left hand. 

Right hand and left hand perform the same func- 
tions, both plucking and damping the strings, in both 
fifth- and fourth-century representations. The paint- 
ings that show both hands clearly in use are too few 
to do more than suggest the details of technique, but 
what evidence there is suggests that thumb and fingers 
may pluck together (to sound a single string or two at 
once) or alternately, the choice of finger depending on 
the distance between the required strings. 

Of the three varieties of harp known to the Greeks 
in the fifth century—the angle harp (open, no post) 
with arched soundbox, the frame harp (with post) with 
arched soundbox, and the frame harp with spindle- 
shaped soundbox—only the first two are still often 
seen in the fourth century, mainly in Italiote examples 
(the angle harp is seen only on Italiote vases). The 
third variety, the Athenian spindle harp, was appar- 
ently a rather short-lived phenomenon. The isolated 
examples of fourth-century harps that resemble it sug- 
gest that it was no longer in common use (if indeed it 
ever had been); the best example, the unnumbered 
scaraboid at Leningrad (Boardman 600: its post and 
longest strings closest to the player, as with the spindle 
harps; its soundbox, away from him, deepest in the 
center), has a much narrower soundbox altogether 
than the fifth-century spindle harps." 

The angle harp, with its arched soundbox unsup- 
ported by a post, is encountered less often than the 
frame harp: but it did not cease to exist after the fourth 
century and, despite the lack of non-Italiote fourth- 
century examples, was known throughout the Greek 
world. as later depictions from Nauplia, Nicosia. 
Kerch. and Tarentum attest." The fourth-century €X- 
amples we do possess appear to be of two sligbtly 
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different varieties, one (perhaps the more common) 
with a rather slim soundbox (fig. 16) that may be dec- 
orated along the sides but lacks the row of points along 
the upper edge that we sec in the second sort, which 
also has a deeper soundbox. The first type without 
points corresponds to the arched angle harps most 
often seen in fifth-century examples (chap. 4, fig. 5) 
though the fourth-century soundboxes seem narrower; 
the second type, with points, is elusive both before 
and after 400 B.c., Naples 81392 (chap. 6, fig. 14) 
standing as the only known fifth-century example, 
Stockholm 12 (a dubious painting in other respects; 
see above) as possibly the only later one.'^ Where 
Strings can be counted, these harps have between 10 
and 12 (the Stockholm krater, again an anomaly, 
shows 15 or 16); some of them are provided with a 
separate base underneath the neck that protects the 
tuning arrangements, and some are not.' 
: Frame harps with arched soundboxes are present 
in both Attic and Italiote paintings, but the Attic ex- 
amples are scarce and so can yield little solid infor- 
mation. Of the five available examples, four are 
instruments with very narrow soundboxes, decorated 
Or plain. Of these only one, Athens 14901, has a 
clearly separate base beneath the neck where the 
Strings are attached.’ 
| The remaining fourth-century Attic representa- 
tion, on Jena 390, is also a harp with an arched sound- 
box but a much deeper one than those above and 
Similar to the soundboxes of the fifth-century arched 
frame harps Berlin Staatl. Mus. 2391 (Attic, chap. 6, 
fig. 15) and Munich 3268 (Italiote). Like them, it has 
а decorative design painted on the side of the sound- 
box, and no separate base for the harp to rest on— 
the neck, with kollopes and string windings, must also 
Serve as the base. (All Greek harps may of course in 
actuality have had either separate bases or some ar- 
rangement such as tuning pegs along the side of the 
neck, so that the tuning could not accidentally be al- 
tered by the pressure of the harp against the leg.) 
The arched frame harps of Italiote fourth-century 
Vases also resemble Jena 390 and its fifth-century rel- 
atives, but they are decorated in ways that the Attic 
harps are not. One group has a row of points along 
the upper edge of the soundbox such as we have also 
Seen on Italiote angle harps, and a second group has 
Not only the row of points but also a post ornamented 
ү the figure of a waterbird, a crane, or a design in 
_ the Shape of such a bird. 
о пе instruments in the first group have a post that 
м Straight and unadorned except, in some cases, for a 
small turned bobbin- or spool-shaped ornament near 
€ top (see fig. 15; part of the post is missing where 


the painting is damaged).'" The soundbox may have 
a painted design along its sides as well as points along 
its top, as we see on New York L63.21.6 (fig. 14), 
which also has a small figure of a bird at the front 
edge, like the figurehead on a ship's prow.'* The 
strings in this example are secured to the neck with 
kollopes, and there is no separate base; but on Los 
Angeles 50.8.25, where the kollopes are also visible, 
there is a separate base below the neck, and both are 
joined to the post.'” The instrument on the Basel sky- 
phoid pyxis has eleven strings; figure 15 seems to have 
Nine strings, figure 14 has eleven kollopes (not all the 
strings show), and Toronto 926.19.7 seems to have ten 
strings; they are not visible in reproductions of the two. . 
other vases in this group. 

The second group, with a bird or bird-like shape 
built into the post of the instrument, is particularly 
interesting in view of the Greek penchant throughout 
their history for making parts of their stringed instru- 
ments resemble birds’ heads. This largest group of 
fourth-century harps is evenly divided between those 
with the figure of a bird on the post, and those that 
have only a design that resembles a bird. Ruvo 1554 
(fig. 17) is an example of the former type, Boston 
00.360 (fig. 13) one of the latter sort," 

The waterbird represented has long legs as well as 
a long neck in all the paintings for which reproductions 
are presently available except one, suggesting that the 
bird intended is the crane rather than the swan, and 
distressing all who, because of the swan's association 
with both Apollo and Aphrodite, might confidently 
have expected to find the latter bird. Since the excep- 
tion, Berlin 3291, is much earlier than the rest (late 
fifth century), since its harp has a soundbox of unusual 
shape lacking the row of points that all the others 
have, and since its bird is the most awkwardly shaped 
of those found, it offers little support for the view that 
the fourth-century harp bird is meant to represent a 
oe The soundbox of this harp is shaped and decorated 
like that of the previous group without a bird on the 
post, and the arrangements for fastening the strings to 
the neck show the same range of possibilities observed 
above. In figure 17 we see the kollopes on the neck 
and the separate base below it; both neck and base 
have disk-shaped ornaments at the outer ends.!!! Na- 
ples 3218 appears to have the same arrangement but 
without thc separalc base. In figure 13, the row of 
circles along the neck suggests side tuning pegs, which 
would eliminate the need for a separate base. The 
harps in this group are ten or eleven stringed; two 
examples that are not completely clear also seem to 


show ten ОГ eleven strings. 
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Harpists and Harps in Fourth-Century Literature 


The phenomenon of women harp players that we have 
Observed in the vase paintings was evidently wide- 
spread enough that a need was felt for a term to des- 
ignate a female performer: psaltria, literally, “опе who 
plucks." The term had first occurred in the second half 
of the fifth century in a fragment from one of the trag- 
edies of Ion of Chios, in which the Lydian queen Om- 
phale bids Lydian psaltriai to sing and play." No 
specific instrument is mentioned in the two-line frag- 
ment. but the Lydian context suggests the mapadis. 

Early in the fourth century the term psaltriai is 
used by Plato to refer to specialized professional en- 
tertainers at symposia, along with auletrides (female 
aulos players) and orchestrides (female dancers). 
Socrates claims that only the uneducated need the 
"voice" of such musicians to make up for their inabil- 
ity to use their own voices for intelligent conversation 
during a drinking party; true gentlemen require no 
such distractions.''* 

A good deal more information about such enter- 
tainers is found in a discussion of the Athenian gov- 
ernment that is dated to about 325. the A/Renaion 
Politeia. The anonymous author. in explaining the role 
of a board of ten city controllers (astynomoi, a term 
now used in modern Greece to refer to the police), 
includes among their duties the supervision of psal- 
(паі, auletrides, and kitharistriai: 


They oversee the women harpists, aulos players, 
and lyre players in order to keep them from сагп- 
ing more than two-drachma fees. and if several 
people want to get the same entertainer they cast 
lots and hire her out to whoever wins." 


xai tác тє avAntoidaz xai тйс yadrteias xai ràg 
xiBapiorgíaz огто: OXOTOPOLV бло ui) zàeíovog 
ў дуну Франа шобшбзооута‹, xày Theiovs 
rjv аёт)” aaovddowor Aafriv отоп òa- 
xAngotoar xai тф Aayóvtt prodotow. 


These details reveal that, at least during the fourth 
century, the profession of symposium entertainer in 
Athens was highly specialized and carefully regulated. 
Had the legal restrictions on earnings not existed, it 
might have offered good Prospects for the best profes- 
sional performers, who, as the regulation implies, 
could have commanded higher fees than the two 
drachmas permitted by Іам," One drachma was the 
Standard daily wage for an ordinary laborer at the end 
of the fifth century, and with the effects of inflation 
the sum of two drachmas was perhaps about its equiv- 
alent threc-quarters of а century later. 


x "7 Thus it a 
pears that the psaltriai and the other women musicians 


were capable of earning something resembling an av- 
erage daily wage. 

The cost of hiring psaltriai and auletrides is also 
the subject of a comic fragment from Menander from 
about the same period. Here, however, the precise 
costs are obscured through comic exaggeration, in 
which the speaker claims one gets from the gods only 
what one gives; he himself can afford to offer only a 
little ten-drachma sheep, whereas it costs hardly short 
of a talent (six thousand drachmas) to pay for the 
wine, eels, cheese, honey, perfume, auletrides, and 
psaltriai one needs to give a symposium. "!* 

Some of the more foreign names for harps, such 
as magadis, appear to have fallen out of use during 
the Hellenistic period and to have been replaced by 
the general designation, psalterion, or “plucked in- 
Strument." It is under this term that we find the sole 
reference in Greek literature of the period in question 
to the material used in the construction of harps. 
Theophrastus, Aristotle’s successor and an expert in 
the natural sciences, reports that the wood of the oak 
tree (prinos, either holm oak or kermes oak) was used 
for the “crossbars” of the lyra and the psalterion; pre- 
sumably in the case of the latter instrument, the neck 
of the harp is meant.” 

Another name that may designate a harp, or pos- 
sibly one of the lutes described below, is sambyke (or, 
in a variant spelling, iambyke), yet another of the 
many instrument names borrowed from some un- 
known Near Eastern source.! Although neither form 
appears in extant literature earlier than the last quar- 
ter of the fifth century, Aristotle includes the sambyke 
in a list of “old” instruments that should be thrown 
out, along with the pektis, barbitos, trigonon, and 
something he calls a heptagonon (otherwise un- 
known)."! Aside from the Eupolis fragment cited in 
chapter 6 regarding the use of the instrument (together 
with the trigonon) to serenade women, along with 
Aristotle's condemnation of it, Greek literature of the 
fourth century and earlier provides no information 
about the sambyke. There is no evidence from earlier 
Periods to support the third-century claim by Eupho- 
Tion that the instrument was used by the Parthians and 
the Troglodytes (of Ethiopia) and that it had four 
Strings.'? The use of the same word in later Greek to 
indicate a type of siege machine raises more questions 
than it answers, and we are left with only a guess that 
this instrument was Probably either a lute or another 
Of the several varieties of harps seen in the late fifth- 
and fourth-century vase paintings. 

A follower of Aristotle also mentions an instru- 
ment called a phoinikion, a name that seems to be @ 
diminutive of the phoinix mentioned by Herodotus 
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(see chap. 6) but that does not itself occur until the 
fourth century; whether this instrument was a lyre or 
harp, we cannot tell.'^ 


Lute-Family Instruments 


The last instruments to be discussed in this study, the 
lutes, first come into view in the late fourth century 
on Greek terra-cottas and an important marble relief 
from Mantinea (fig. 18).' They seem to appear іп 
many parts of the Greek world—southern Italy, the 
Peloponnesos, Egypt, Cyprus—almost simulta- 
neously, and to have burst upon the scene about the 
time of Alexander's Persian campaigns in the late 
330s. The Asiatic origins of these instruments are not 
disputed, though the particular area from which they 
were brought into Greece is not certain. Lutes may 
have come to Greek lands as a result of Alexander's 
conquests, though Higgins and Winnington-Ingram 
argue for a somewhat earlier date for their introduc- 
tion; a large part of the evidence, though mostly later 
than the fourth century, comes from Alexandria, sug- 
gesting that they may have been imported from Egypt, 
where lutes had long been in use. 

The scene on the three Mantinea reliefs in Athens 
(see also figs. 1 and 9) may suggest a connection be- 
tween the instruments displayed and the Persian cam- 
Paigns, though the date of the reliefs is still in 
question, and neither the choice of instruments nor the 
way in which they are depicted helps to resolve the 
problem of date directly.” The reliefs sheathed a base 
that according to Pausanias supported statues of 
Apollo, Leto, and Artemis. On one slab Apollo and 
Marsyas are shown contesting while a servant holds 
the flaying knife, and on the other two are six of the 
Muses (the fourth side with the remaining three Muses 
is missing). One of the Muses holds an Italiote kith- 
ara—the only non-italiote representation of this in- 
Strument that has been found for which a fourth- 
Century date is reasonably secure. On another slab a 
Muse plays the lute, and the only other instruments 
are Apollo’s kithara and Marsyas’ auloi. Whatever in- 
struments, if any, there may have been on the fourth 
Side, it seems possible that the instruments on the re- 

lefs suggest the extent of the Greek world, from 
Southern Italy in the west (represented by the Italiote 
kithara) to Egypt and Asia Minor in the south and 
Cast (represented by the lute). If we consider the 
Strength of Macedonian sympathies in fourth-century 
Arcadia, a likely time for this political allegory, if such 
itis, would certainly be the years when Alexander was 
bringing large amounts of Persian territory under 
Greek control. An allegory of this sort would also 


explain the depiction of such “exotic” instruments in 
Mantinea, a city known for its musical conservatism. '* 

Only three of the other representations of the lute 
listed by Higgins and Winnington-Ingram can be 
dated with some security to the late fourth century: а 
gilded terra-cotta relief from Tarentum (Munich 8702, 
made as a coffin appliqué), and two figurines of the 
Tanagra type: standing women playing the lute, one 
from Egypt, Alexandria 9033, and London 1919.6- 
20.7 (fig. 19), thought to come from Cyprus. The lute 
held by the seated woman on the tcrra-cotta from 
Tarentum, like that on the Mantinea relief, is of the 
sort identified by Higgins and Winnington-Ingram as 
type A: the distinction between neck and soundbox is 
clear; the front of the soundbox is roughly rectangular 
but with sloping shoulders; and the base, as seen on 
the Mantinea relief, is triangular, suggesting that this 
lute has a ridge like that of the kithara running down 
its back.!? Like the lutes of type B (see below), it may 
have a rectangular bridge (seen only on later exam- 
ples) and like them is played, at least most of the time, 
with a plektron. The players of both types clearly stop 
the strings against the neck with their left-hand fingers 
to change their pitch. Neither type has any indication 
of how the strings are fastened or tuned at the end of 
the neck. The examples of type A that have been lo- 
cated come from Greece or southern Italy (only one 
other is known, a small terra-cotta Eros from Euboea, 
probably of later date than the other two). 

The lutes held by the Tanagra figures (fig. 19) be- 
long to the same authors’ type В, which includes all 
the other examples that have been found: a narrow, 
teardrop-shaped instrument, with a small soundbox ta- 
pering into the neck without any demarcation. The 
figure from Alexandria and some of the later examples 
have a small knob at the lower end of the soundbox; 
the instrument in figure 19 appears to have a small 
opening (like the rose-hole on a Renaissance lute) in 
the center of the belly. All the type B examples except 
one come from Egypt, Cyprus, or the coast of Asia - 

1 rina UR 

— provides us with two names that 
associate with lutes, the skindapsos (a four- 
stringed instrument) and the pandoura (a three- 
stringed instrument). The small number of strings and 
the fact that neither term appears in extant literature 
earlier than the fourth century—the very time when 
lutes first appear in Greck art—suggest that both the 
skindapsos and pandoura referred to instruments of 
the lute type: pandoura and tanbur, words that come 

common root, are names for the long-necked 
hy и today from the Balkans to the Middle East. 
bie the majority of names used by the Greeks to 


we may 
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desienate stringed instruments, both skindapsos and 
pandoura are of uncertain Near Eastern origins; al- 
though the name skindapsos disappeared into obscu- 
rity. pandoura eventually became the Latin pandura, 
from which modern words such as "bandurria" and 
“mandoline” are derived. 

As we have already seen in chapter 6, the skin- 
dapsos is mentioned in a list of instruments in a fourth- 
century comic fragment in which the speaker says he 
has manufactured it along with barbitoi, pektides, 
kitharas, lyres, and trichordoi ("three-strings;" pre- 
sumably also referring to some kind of lute). One 
other fourth-century source refers to a woman player 
of a four-stringed skindapsos.!? The pandoura is not 
mentioned in the extant literature until the third cen- 
tury, and then only bricfly by a geographer who lists 
mangrove (a type of tropical tree) as the wood used 
for making the instrument.'*! A Hellenistic source of 
uncertain date describes the skindapsos as being made 
of promalos, a kind of tree (probably willow) noted 
for the suppleness of its wood.' 


Reaction against Developments of 
the Fourth Century 


Although Grecce had always been receptive to the 
introduction of new instruments from the East (as in 
the case of the barbitos, for example), the wide variety 
of stringed instruments in use in the fourth century 
Produced a reactionary attitude, at least on the part 
of Plato and Aristotle, who advocated the elimination 
of instruments thought unnecessary or harmful. Such 
an attitude is first apparent in Plato, who recommends 
the banishment of the trigonon and the pektis and 
other "many-stringed" instruments from the ideal 
state envisioned in the Republic: 


"Well then,” said l [Socrates], “We will not want 
- polychordia ог panharmonia in our songs and 
. melodies,” 

—“No, 1 don't think so." he said. 

“Треп we will not support makers of trigona and 
pektides and all the other instruments that are 
many-stringed (polychordia) and capable of 
many Аагтопіџі (polyhurmonia)." 

—“$о it appears." 

— "What about this? Will you receive makers or 
players of auloi into the city? Or isn't this the 
Most “many-stringed” instrument of all, and 
aren't the [other] “pan-harmonic” instruments 
an imitation of the aulos?" 

—“Yes. clearly." he said, | 

—~You have lett. then.” said 1, “the lyra ai 

` kithara, and they are useful for the d 


Otx äga, jv д' ёуш, xoàvyogóíac ye ovde 
zaraonovíov тїшїў eot: èv raiç woais te xai 
ишу. 

Оў uoi, Epy, patvetat. : 

Totyóvov Goa xai mxríðwv xai závtov до- 
yávov боа xoityooda xai лоАоаоибиа, 
Onuoveyovs où Өоёүроцеу. 

OU фаубиеба. 

Ti дё; athozovods Ñ avintas лаоадёЁт eis 
Tv лбу; Ñ où тобто лоАууоодбтатоу, xai 
айта tà xavaguóvia avdov tvyyáve бута 
шша; 

Anda дї, т] д' óc. 

Аўоа 67 aoi, ђу д' ёуф, xai xi&ápa Aeinetat 
[xai] хата лбИиу урўоша` 


Only the schoolboy's lyra and the kithara are to be 
allowed in Plato's ideal state, along with the shep- 
herd's panpipes, or syrinx.'? 

Aristotle goes even further in banning instruments 
from the ideal community, for he disapproves not only 
of Plato's blacklisted instruments but also of the kith- 
ага, which he regards as unsuitable for educational 
purposes because it requires too much technical ex- 
pertise. In the same passage he reports (with ap- 
proval) the decline in popularity of other "old" 
instruments such as the pektis, the barbitos, the hep- 
tagonon, the trigonon, and the sambyke, and all such 
instruments requiring manual dexterity—at least 
among people capable of judging which kinds of music 
lead toward virtue (arete) and which do not. Although 
it is impossible to confirm this statement through the 
evidence of the vase paintings (since we cannot, for 
example, assign specific names to the various types of 
harps represented), the visual evidence does suggest 
that the barbitos, at least, lost the wide popularity it 
had enjoyed throughout the fifth century. It is an in- 
Strument that Plato never even mentioned, and, as we 
noted above, it is completely lacking in fourth-century 
Athenian art. 

Plato's remarks about players and the audience for 
whom they performed suggest that by the fourth cen- 
tury the old festivals and their musical competitions 
were dominated by a few virtuoso kithara players who 
catered to the public's demand for what Plato consid- 
егей showy displays of technique. He states that the 
contemporary decline in the Athenian democracy 15 
reflected in the parallel decline in the habits of audi- 
ences at competitions. Whereas in the old days edu- 
cated people listened to the music in silence ae 
children were kept in line through the application d 
à paddle, now the audience responds with yelling ал 
applause to displays of brilliance, virtuoso tricks, an 
exciting rhythms." Despite Plato's tendency towa! 
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conservatism and even anachronism in musical taste 
(as Henderson puts it, “he talked of the innovations 
of thirty years ago and called them modern”), it is 
clear that the rise of virtuoso players in the late fifth 
century led to fundamental changes in the relationship 
between performer and audience by the time of the 
fourth century.' Plato may complain of "New-Music" 
performers active at the end of the preceding century 
(as, for example, Meles and his son Kinesias), but his 
remarks about the audience seem to describe a well- 
established relationship of "stars" and "fans" that 
could have developed only over the course of several 
decades after such virtuoso players had begun to ap- 
pear.” Plato's suspicion of professional performers is 
well summed up in the words about Orpheus that he 
puts into the mouth of Phaedrus in one of the speeches 
on love in the Symposium. In contrast to the brave 
spirit of Alcestis, who out of love for her husband was 
willing to die in his place, Orpheus’ mission to the 
Underworld to retrieve Eurydice through the charm of 
his singing was a cowardly act: 


They sent Orpheus son of Oeagrus back from 
Hades with his mission unaccomplished, having 
shown him a mere phantom of the woman for 
whom he came, but not giving him the real person; 
for he seemed to them to be soft, inasmuch as he 
was a kitharode, and not to have been daring 
enough to die for love (as Alcestis had), but to 
have contrived to enter Hades without losing his 
life. 

'Оофёа dé тду Оібуроу 
ately ànéneupav ÈE 'А‹доь, paoua Ócí£avrc тїс yv- 
vauxóc ёф' rjv rjxev, айту dé od ddvrec, óri иайбах- 
ideobot éddxet, Gre dv xBagwods, xai ov тодийу 
Evexa той Fowros dxoBvijoxew @ОлЕ0 Axnotic. 
алла дааитдауйоба‹ {йу eiorévar eis "Алдор. 


Orpheus, the musician par excellence in the eyes 
of earlier writers, has become a symbol of the deca- 
dence that Plato attributed to the class of professional 
virtuoso performers against whom, in his deeply in- 
grained conservatism, he felt scornful resentment. 


The fourth-century evidence for the kithara sug- 


gests that this instrument was being used less often 
than formerly. In Athens it may have gradually be- 
come the province of professional virtuosi who devised 
new tunings for it and new techniques involving 
“‘many-notedness”” (polychordia) and complex 
rhythms. Although its classical shape. scen 0n only 2 
few Athenian marbles and no Attic paintings after 390 
B.C., is still present on Italiote fourth-century vases. it 
is found only in the hands of mythological figures, 


which leads us to suspect that the instrument may have 
been seldom actually used, or perhaps not used at all, 
by the ltaliote Greeks. (The swan's head variant, on 
the other hand, though rarely found, may be a genuine 
Italiote form of the kithara.) The shape of the standard 
kithara seems to have changed gradually over the 
course of the century from 420 to 320 в.с. to produce 
the long-bodied instrument identified above as the 
Hellenistic kithara. 

The rectangular lyre that makes its first appear- 
ance in southern Italy in the fourth century, which we 
have called the Italiote kithara, was probably an in- 
strument actually used in, and perhaps indigenous to, 
that area, despite the funerary nature of the vases on 
which it is seen and the otherworldly character of the 
scenes painted on them. It is not an image borrowed 
from the Athenian painters, and it appears mainly in 
the hands of mortals—deceased, to be sure—rather 
than mythological figures. Nor is it particularly asso- 
ciated with Apollo: though one of the Muses holds it 
on the Mantinea reliefs, in Italy it has been found in 
Apollo's presence on only one vase. А few terra-cottas 
and a marble relief survive to testify to the continued 
existence of this instrument as late as the second cen- 
tury B.C. 

It is difficult to assess the use of the chelys-lyra in 
the fourth century because there are almost no Attic 
vases with scenes that include it after about 390, and 
virtually all the evidence of mortal lyre playing from 
later in the century is funerary in nature. But in view 
of the later fourth-century pottery that uses the chelys- 
lyra as a decorative design (along with dogs, rhytons, 
and ivy leaves) it seems reasonably safe to suppose 
that the lyra remained an instrument for general-pur- 
pose and amateur music making throughout the fourth 
century, though perhaps not as widely used or taught 
as in the fifth century. It seems to have survived into 
late Hellenistic and even Roman times in perhaps sev- 
eral somewhat changed forms. 

When the lute family of instruments first makes an 
appearance near the end of the fourth century, two 
distinctly different types arc represented; but only one 
of them seems to survive into later times. Evidence for 
the teardrop-shaped type B lute (see above) becomes 
stronger in the late Hellenistic period, but the more 
rectangular type A. of which we have only three ex- 
amples, has not been found after the mid-third cen- 
ury. 
' “Both angle harps and frame harps flourished in . 
southern Italy in the fourth century. according to the 
evidence of a sizable group of scenes of otherworldly 
courtship, and were apparently associated to some ex- 


tent with the goddess Aphrodite. In Athens, where 
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the chief association was perhaps with Dionysos, on 
the other hand, only the frame harp (principally a va- 
тесу with a narrow, arched soundbox) continued to be 
used in the fourth century. Italiote frame harps, which 
have an arched soundbox of considerable depth, are 
frequently found to have posts in the shape of a long- 
legged water bird, presumably a crane. (The use of 
the water-bird motif calls to mind the swans' heads 
that decorate certain Italiote representations of the 
standard kithara, as well as a small group of fifth- 
century Attic barbitoi, at least some of the lyres of the 
Minoan-Mycenaean period, and, in schematic form, 
the harps of the Cycladic period.) 

Angle harps with arched soundboxes continue to 
appear in the late Hellenistic period. Although the 
survival of the particular varieties of frame harps 
known in the fourth century has not been established, 
several new varieties seem to have become current. 
The Italiote frame harp with a crane-shaped post has 


not been found, but we do have a later harp that uses 
the water-bird motif in a different way. It is held by a 
seated woman on Naples terra-cotta 113347 from 
Tarentum (fig. 20). 

The post of this instrument is plain, but the sound- 
box (mostly hidden by the player) is apparently in the 
shape of the body of a swan, with the bird's long neck 
curving over so that its beak lies along the top of the 
post. The resemblance of this instrument to the one 
that appears at the beginning of this study (chap. 1, 
fig. 1), the Cycladic harp of ca. 2200 B.c. with its beak- 
shaped ornament curving out just below the top of the 
Post, is amazing, especially in view of the almost com- 
plete absence of archaeological evidence for harps in 
Nearly all the intervening centuries. But it is gratifying 
to end this study of Greek stringed instruments with 
one so like the one with which we began. for we could 
scarcely ask for a better symbol for the continuity of 
Greek musical culture through the vicissitudes of 
nearly two thousand years. 
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1. Athens 215. Marble 
relief. Detall: Apollo with 
kithara. 


2а. Ruvo 1500. Apulian 
r.t. pelike. Detall: Apollo, 
Marsyas, and Muses. 
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Zb. Bari 6270. Apulian 
t.f. volute krater, Details: 
statue of young man in 


ualskos, Apollo. 





2с. Salerae, Museo 
Proviaciale. Pacstan r.f, 
bell krater by Asteas. 
Pyroaides. 
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3. Munich 3297. Apulian 
r.f. volute krater. Detail: 
Orpheus, Hades, 
Persephone. 


4. Basel S 29. Apulian r.f. 
amphora. Detall, upper 
zone: Dionysos (?), 
Aphrodite (7), salyr and 
macnad. 
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5. Oxford 1921.1236. 6. Athens 15104. Bronze 
Jasper scaraboid. from Antikythera. 


7. San Simeon S609. 
Apulian r.f. pelike. Detail: 
youth seated oa couch. 
womes. 
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8. Torino 4149. Apulian 
r.f. pellke. Detail: 
weddiag scene. 


9. Athens 217. Marble 
relief. Detail: Muse with 
lyre. 


10. Florence 81947. Attic 
af. bydris. Detail: Phaon 
and Demonassa. 


11. Athens 774. Marble 


sculpture of sepulchral 
siren with lyre. 
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12. Madrid 11223. 
Apulian r.f. amphora by 
the lliupersis Painter. 
Detail: grave monument of 
comic poet. 
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14. New York L63.21.6. 
Apulian r.f. calyx krater. 
Maenad, harpist, 
reclining man, satyr. 





13. Boston 00.360. 
Apulian r.f. alabastron. 
Menelaos, Helen, Eros, 
and harpist. 
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15. Naples 81953. 
Apulian r.f. amphora. 
Detail: seated harpist sad 
man vith sirigil. 


16. Copenhagen Chr. 
УШ 316. Ареа r.f. 
pelke. Detail: повзе 
dancing, women with 
karp and saloi. 
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17. Ruvo 1554. Apulias 
rf. oinochoc. Seated 
harpist and attendant. 


18. Athens 216. 
relief. Detail; Muse 
playing lute. 
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20. Naples 113347. Terra- 
cotta figurine of seated 
woman with harp. 





19. London 1919.6-20.7. 
Terracotta figuriac. 
Woman with lute, 


CHAPTER EIGHT 


Questions and Conclusions 


The literature and visual arts of ancient Greece have 
left us a record of the stringed instruments of that 
civilization that, while often ambiguous, is consistent 
in many respects and seldom misleading as far as we 
can tell, at least when there is a quantity of evidence 
that can be studied in detail. The combination of ev- 
idence from both literary and visual sources, while 
often difficult, sometimes produces remarkably con- 
clusive results; a case in point is the association of the 
barbitos with Anakreon by means of poetic references 
and the association of the long-armed lyre with the 
same poet by means of inscribed paintings, thus con- 
firming the identity of instrument name and shape (see 
chap. 5). If these two types of evidence are to fit to- 
gether in a satisfactory way, however, the literary 
works in question must be translated with great care, 
with the names of instruments and of complex musical 
concepts such as harmonia left untranslated. The cas- 
ual reader of a translation of Plato's Republic 399C, 
to take one very obvious example, may fail to under- 
stand the idea of '"many-stringedness" if modern 
names for the instruments are substituted by the trans- 
lator. In advising as to which instruments are appro- 
priate for the ideal state, Plato says, "We will not have 
trigona or pektides or other instruments of many 
strings and harmoniai. . . . The lyra and kithara are 
left, however, and they are useful for the city." In the 
translation by W. H. D. Rouse, not only is Aarmonia 
misleadingly translated as "keys," but the first pair of 
instruments becomes “‘psalteries and gitterns,” the sec- 
ond pair “lyre and harp"—thus putting one “тапу- 
stringed” instrument in each pair and destroying the 
sense of the passage. 


Gaps in the Evidence 


As abundant as the evidence is, especially for Athens 
in the Classical period, we must not forget that there 
are gaps in the knowledge it hands down to us. In- 
Struments not used at Athens (and perhaps one or two 
that were) may have escaped our net, and many in- 
struments of earlier ages may be entirely unknown to 
us. Certain of these lurk just at the edge of our vision, 
barely seen and not understood. Examples might in- 
clude the triangular object held by a figure on a Geo- 
metric vase, perhaps the only representation of a harp 
to appear in Greek areas other than Cyprus (a cross- 
roads where many cultures met) during the long period 
between the Cycladic harpists and those represented 
in fifth-century Athenian vases; the lyre on a sixth- 
century Etruscan box lid with arms curved in a way 
that resembles the Minoan lyre; and various lyres on 
Attic vases that are anomalous in some respect and 
resist categorization among the Athenian instru- 
ments.! 

There are a number of areas in which new archae- 
ological finds that shed tight on the history of partic- 
ular instruments would be most welcome. It seems 
unlikely that there were no harps in mainland Greece 
between the time of the Cycladic civilization and the 
Classical period at Athens, and evidence to prove their 
existence may still be unearthed. Objects discovered 
in the Jast decade have aided our understanding of 
“Minoan” and “Mycenaean” lyres, and new items 
might help us learn whether a distinction between. 
these two is justified and, if it is, what the relationship 
between them was. The mysteries surrounding the or- 
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igin and development of the kithara might also be un- 
raveled if enough archaeological evidence of the eighth 
century and earlier could be unearthed; the objects 
now available might then seem less ambiguous and 
difficult to interpret (see chap. 1; fig. 7 and perhaps 
fig. 4; and chap. 2, figs 7 and 8). The discovery of an 
unmistakable kithara of mainland-Greek origin earlier 
than the Argive Heraion fragment at Athens (chap. 1) 
would also change the nature of the debate about for- 
eign influences during the Archaic period. 

Other research problems might also seem more 
soluble in the light of expanded evidence: the reasons, 
for example, why the phorminx underwent a change 
of role in the course of the seventh century, so that 
while we see it as Apollo's instrument on the Melos 
amphora (chap. 2. fig. 2), it is replaced by the kithara 
on a seventh-century vase fragment from Delos and a 
, bronze back plate from Olympia (chap. 2, figs. 7 and 
8). (If we were to assume that the word phorminx 
formerly covered both instruments, the question 
would be why Apollo ceases to play the round-based 
phorminx.) 

Another complex of questions that would be a re- 
warding arca for further research concerns both the 
presence of birds near instruments in the representa- 
tions and the use of bird-shaped devices in the con- 
struction of instruments. The latter, seen on Cycladic 
harps, Minoan lyres, Athenian paintings of barbitoi, 
and kitharas and harps in fourth-century Italiote rep- 
resentations, clearly indicates an idea important to the 
Greeks from the carliest times. The gap in time be- 
tween early and late examples is of course quite large, 
but not so large in the case of birds near instruments; 
for here, after the Minoan-Mycenaean frescoes, we 
can call to witness the vase fragment from Old Smyrna 
(chap. 2, fig. 1) before passing on to the examples 
from Athenian vase Paintings such as the Delphi 


Apollo cup (Dephi 8140) or New Yok 06.11.29 (both 
discussed in chap. 4). 


The Lyre's Music 


The sophisticated metrical rhythmic Systems of the an- 
Gent Greeks and their subtle and highly developed 
pitch systems are well known to us, though their use 
in the tuning and playing of actual instruments is im- 
perfectly understood, to Say the least. But there can 
be по doubt that the techniques and pattems of lyre 
playing—which used these systems and were a basic 
Part of the ‘musical expression of the culture—were 
also sophisticated. despite the kinds of limitations we 
have Pointed out (that is, that the Tight hand does not 
pluck the Strings or perform any maneuver designed 
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to change their pitch; that the left hand is restrained 
in its movements by the wrist sling and also does not 
press against the strings to change their pitch). 

It seems evident that the rhythmic aspect of the 
music of the lyre was of great importance—more im- 
portance, one might contend, than any melodic func- 
tion it might have. The sweep of the plektron across 
the strings must have produced an almost drum-like 
effect, creating a rhythmic framework that could not 
be ignored. It is interesting to remember in this con- 
nection that elegies, laments, and expressions of 
mourning of all sorts are said to be alyros, lyreless, 
perhaps for this very reason: the steady strokes would 
interfere with the free ululations of grief, and the em- 
phatic beats may have carried an inappropriate asso- 
ciation with dancing (Artemis is said to love 
“phorminxes and dancing and wild cries,” h.Hom. 
5.18-20). 

The fact that the plektron sweeps (strums) the 
strings, sounding several nearly simultaneously, should 
not lead us to assume that the resulting sounds were 
used as modern Europeans and Americans would ex- 
pect, that is, in a series of accompanying chord 
changes. The Greeks have transmitted to us no system 
of simultaneous pitches. Like many non-European cul- 
tures, they seem to have emphasized highly developed 
rhythmic and melodic systems instead. This is not to 
say that it did not matter which strings were struck or 
how those strings were tuned: the outer notes of a 
tetrachord and perhaps the note(s) an octave above, 
for example, might have been considered suitable for 
drone-like reiteration in the strumming; and the note 
of the melody being sung at the same moment may 
have been included also. 

The sound made as the plektron swept the strings 
did vary: the left hand touched certain strings, damp- 
ing them so that they would not ring out; but there is 
no reason to suppose that it was always the same 
strings that were damped. For one thing we do see on 
the vases a variety of finger positions that do not seem 
to be used in plucking; and for another, some change 
would be necessary if the note being sung, whatever 
it might be at the moment, were always to be included 
in the strum, Further variety would result if the strings 
were touched in such a way as to produce harmonics, 
though these were probably such as would mainly du- 
Plicate in a higher octave pitches being sounded nor- 
mally: octave, octave plus fifth, double octave. and 
Possibly double octave plus third (see discussion O 
hand position and harmonics in chap. 4). 

. Between the strokes of the plektron, as the vase 
Painters show us, the left hand plucked individua 
strings, most often with the thumb but sometimes W! 
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another finger. We also see the thumb and another 
finger used together to pluck one string (perhaps for 
à more emphatic sound); and occasionally it appears 
that the thumb and another finger pluck two different 
Strings, though whether sequentially or simulta- 
neously, we cannot tell. 

Whether, in addition to damping strings, the left 
hand played all the notes of the melody sung (or, in- 
deed, whether ali the notes of the melody were avail- 
able on the lyre) we also do not know. It may be 
worthwhile to consider in this connection, however, 
whether the finger-plucked notes, having less éclat 
than those struck with the bone or ivory plektron, 
Were apt to have been the primary focus of attention. 

The question of whether the lyre played, or could 
Play, the same melody that was sung or played on the 
aulos, though unanswered, is one that has a bearing 
On another question of significance: Was the lyre able 
to make music alone, without singer or aulos player? 
And if so, when and to what extent was this done? 
The references to “bare” kithara playing (psile kith- 
arisis) are complaints (see Plato, Laws 699e), and 
their rarity suggests that it was an experimental oddity 
rather than a common practice. 

It is true that lyre players are not frequently de- 
picted singing in an obvious way (head thrown back, 
mouth open). Singing barbitos players are found some- 
what more often than others, perhaps because their 
singing is of a lusty sort that can be adequately por- 
trayed only with these large gestures. If it is true, as 
Wegner indicates, that singers to the aulos are shown 
more commonly than singers to the lyre, however, this 
may simply be a matter of necessity? A lyre player 
may have his hands full, as it were, but he can still 
sing and can be assumed to be singing; the aulete can- 
not sing, and there is no assumption that anyone is 
singing unless the painter shows it to be so. We suggest 
that lyre players can be assumed to be either singing 
or about to sing, and that the painters portray them 
with heads thrown back and mouths open only when 
they wish to represent, shall we say, god-sent enthu- 
siasm. 


The Mythological Tradition 


The importance of the various lyres in Greek culture 
during the millennium between the Bronze Age and 
the end of the Classical period is nowhere better illus- 
trated than in the number of mythological figures 
whose stories are associated with music, Besides 
Apollo, the Muses, and the satyrs, all of whom are 
closely connected with the stringed instruments, there 
are several other musicians about whom there are sto- 


ries that suggest the significance of lyric song, includ- 
ing Thamyras, challenger of the Muses, Orpheus, 
charmer of men and beasts, and Amphion, mover of 
Stones. Even Heracles, the single most often терге- 
sented mythological hero in Attic vasc painting and a 
figure noted primarily for his superhuman defeats of 
Noxious monsters and fierce animals, is shown in a 
curious group of black-figured vase paintings as a kith- 
arist mounting a podium to take part in a musical con- 
test. Though the scene may have been encouraged in 
sixth-century 8.c. Athens by the propagandists for the 
Peisistratids (whom Heracles may symbolize in this 
context), it may also reflect a lost story in which the 
club-toting, lion-skin-clad hero entered a musical com- 
petition, perhaps in connection with the rivalry be- 
tween himself and his half-brother Apollo. At any 
rate, to the Greeks it was apparently not an outra- 
geous incongruity to behold the equivalent of a mod- 
ern-day professional athlete playing the cello in an 
international competition. From the heroic Heracles 
as musical competitor to the warrior Achilles as am- 
ateur lyre player, all these mythological musicians, to- 
gether with their legendary counterparts such as Arion 
and Terpander, demonstrate the preeminence of the 
lyre-type instruments in the development of Greek 
musical tradition. 


Names of the Instruments 


Although exact lines of influence have not been 
traced, it is apparent that the stringed instruments of 
the Greeks were largely derived from those of their 
Near Eastern neighbors, especially those bordering on 
the Greek communities in Asia Minor. Ancient writers 
like Strabo were evidently aware that nearly ail the 
names of the instruments are of non-Indo-European 
origins, a conclusion confirmed by modern etymolog- 
ical studies. The only exception are two names for 
harps, the pektis and the trigonon, both of which are 
clearly Greek. 

Various circumstances complicate our efforts both 
to correlate the names for instruments that are re- 
ported in ancient Greck literature with the represen- 
tations in Greck art, and to use these two forms of 
evidence to determine the date when an instrument 
was introduced. In some cases we have names for in- 
struments but no representations with which the 
names can be even tentatively linked, for example, 
sambyke, phoenix, klepsiambos, skindapsos, and en- 
neachordon, all mentioned in а fragment attributed to 
Aristoxenus.? For other instruments we have paintings 
but no name, as in the case of the instrument we have 
called the Thracian kithara, or at least none that can 
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be securely applied, as in the case of the arched harp. 
The names of some of the instruments appear long 
before their representations: Alkman of Sparta and 
Sappho of Lesbos provide us with the names magadis 
and pektis before the end of the seventh century, but 
harps to which these names might be applied do not 
appear until after 450 в.с.: their contemporary Al- 
caecus also mentions the barbitos, not seen until after 
about 525 s.c. 

The kithara, on the other hand, is clearly repre- 
sented by the end of the eighth century (and may have 
been intended in even earlier representations); but the 
name kithara is not found until the early fifth century, 
the likely date for the lines attributed to Theognis of 
Megara that mention it. The possible explanations for 
this are: first, that the name had an earlier form, kith- 
aris, a word that appears in Homer; second, that this 
instrument could formerly be indicated with the term 
phorminx, no verbal distinction being made between 
these two forms of the lyre, a hypothesis supported by 
the evident interchangeability of terms in Archaic lit- 
erature and in Pindar; and third, that the kithara was 
always called by this name, but that early evidence is 
lacking. 


Roles of Individual Instruments 


The literature and the vase paintings bear ample wit- 
ness to the gencrally well-defined roles that the 
Stringed instruments acquired within specifically 
Greek social customs. Perhaps the most sharply delin- 
eated role is assigned to the barbitos, the elongated 
tenor lyre that functioned as the chief stringed instru- 
ment associated with Dionysos—the god himself and 
his attendants, the maenads and satyrs—or with cel- 
ebrants taking рап in processions (komoi ) or drinking 
parties (symposia). Not surprisingly, the barbitos also 
has close associations with Eros, who sometimes ap- 
pears in the vase paintings playing the instrument him- 
self or hovering over a group of women in the women’s 
quarters, one of whom (sometimes a bride-to-be) per- 
forms for the others. 

Also clearly defined is the role of the large. ornate 
kithara, which seems to have taken over the function 
of the early-period phorminx as the chief instrument 
of Apollo. Certainly the close connections between 
the kithara and the god of music himself reflects the 
prestigious status of the instrument, which was played 
on formal occasions sponsored by the state: these in- 
cluded religious processions such as the one held dur- 
ing the annual Panathenaic festival, musical contests 
held during such festivals, victory songs sung in honor 
of winners of athletic events at Pan-Hellenic festivals, 
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and the dramatic performances that formed the central 
part of the Lenaia and the Great Dionysia, celebrated 
in Athens in the months of Gamelion (January) and 
Elaphebolion (March). In all cases the performers are 
men—again a reflection of the high status of the kith- 
ara in a culture that with few exceptions restricted the 
role and activities of women. Despite the close asso- 
ciations of the instrument with Apollo, the very fact 
that it was used as accompaniment in the dramatic 
festivals of Dionysos and appears in the vase paintings 
in the hands of Dionysos' attendants reminds us not 
to draw too Nietzschean a distinction between barbitos 
and kithara; the kithara enjoyed a higher status than 
the barbitos, but it was hardly the exclusive property 
of Apollo, nor was it a symbol of the rational as op- 
posed to the emotional. 

The tortoiseshell lyra, the instrument whose inven- 
tion the mythmakers assigned to the enterprising in- 
fant Hermes, serves a wide variety of purposes as the 
Stringed instrument simplest both to play and to man- 
ufacture. It is the instrument most often represented 
in scenes of the Muses, although they often play other 
kinds of instruments as well. It is also played by 
women at home—a bride and her attendants, for ex- 
ample—but even more commonly it is associated with 
boys and young men, whether in myth (Apollo, 
Hermes, Tithonos, Paris, and others) or in real life 
(school scenes, gymnasia, contests, and symposia). As 
the stringed instrument taught to boys at school by the 
kitharistes, and to girls at home (by their relatives or 
servants, presumably), it was the means of acquiring 
skills that could then be adapted to the kithara and 
other lyres. 

Not all instruments have such well-defined roles as 
those of the barbitos, kithara, and chelys-lyra. In the 
case of the phorminx, the lyre of rounded base that 
appears in Greek art work from the earliest times and 
continues unchanged in basic shape down into the fifth 
Century B.C., the function of the instrument appears 
to narrow over the course of the centuries. In earlier 
art, it is associated not only with Apollo and the Muses 
but also with dancing, processions, and various kinds 
of rituals, but by the late sixth century it appears only 
in Dionysiac scenes, and finally in the fifth century 
Only in scenes of the Muses and of women, chiefly 
women or girls dancing. 

. The evidence for the use of harps in Greek lands 
15 sporadic and scanty both in art and in literature. 
Although harps were used in the Cycladic culture of 
the third millennium в.с., they disappear until the 
mention of the pektis and magadis by poets from East 
Greece in the sixth century s.c. and of the trigonon 
during the late fifth century. Only during this latter 
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period do representations of harps again appear in 
Attic vase paintings, and these connect the instru- 
ments primarily with women players, both amateur 
and professional. 


Lyre Shapes 

Although the literary evidence provides only limited 
information about the materials used in the making of 
the stringed instruments (such as horn for plektra and 
Sheep-gut for strings), several common misconceptions 
about the construction of the instruments can be cor- 
rected through the use of comparative information 
from literary sources, vase paintings, and three-di- 
mensional representations such as those in sculpture 
and coins. One such misconception involves the notion 
of the chelys-lyra as similar to a straight chair-back 
Ornament of the sort found in eighteenth-century fur- 
niture. But as the philosopher Heraclitus suggests (in 
his comparison of a lyre and a bow; see chap. 4, 
n. 119) and as a few side views of the lyre confirm, 
the instrument was in fact curved from top to bottom, 
so that seen from the side the chelys-lyra would de- 
Scribe an arc, not a straight line. Even in frontal re- 
constructions of the lyre one occasionally finds basic 
€rrors in the understanding of how the instrument was 
put together. The Loeb translation of the /magines of 
Philostratus, a sophist of the second and third centu- 
ries A.D. who describes a painting of Amphion charm- 
ing the stones of Thebes into place with his lyre 
Playing, includes as a frontispiece a drawing of the 
instrument in which the strings are stretched over the 
back of the tortoiseshell soundbox in a manner quite 
unconducive to the production of sound. 

Another misconception can be seen in some mod- 
ern reconstructions of the concert kithara in which the 
soundbox is assumed to be rather shallow and of uni- 
form depth. But as the coins and sculpture reveal, the 
back of the soundbox bulges out in a hump which grad- 
ually tapers down toward the base, so that the base 
describes not so much a rectangle as a triangle. Since 
the size and shape of an instrument affect not only its 
sound but also the playing technique used, it is im- 
portant to correct misunderstandings based on the lim- 
ited perspective attempted by the vase painters, who 
generally show the instruments only in front view. 


The Strings of the Lyres 


The number of strings of the lyre-type instruments, 
from Minoan lyres before the eleventh century B.C. 
down to the kithara, chelys-yra, and barbitos of the 
fifth and fourth centuries s.c., probably remained con- 


stant. As detailed studies reported in these pages have 
affirmed, lyres of almost any period may be depicted 
with fewer than seven strings or as many as eight or 
nine; the number shown on any particular example is 
influenced by the material (bronzes and terra-cottas 
tend to show few strings), the space available (scal 
stones generally have few), and the carclessness or 
interest in realism of the individual artist. But al- 
though some depictions show one or two more than, 
and some fewer than, seven strings, seven scems to 
have been the canonical number for the entire period 
in question. As we have seen, the limitations imposed 
by the technique and style of Geometric and Archaic 
art have led to misinterpretations that erroneously as- 
sume that a painter is portraying literally instruments 
that actually had four strings. The confusion has been 
compounded by Deubner's influential interpretation of. . 
the lines attributed to Terpander in which the poet 
refers to the “seven-toned phorminx” as opposed to 
the old “four-voiced song.” There is little reason to 
believe that these lines, first reported by Strabo in the 
first century A.D. and later cited by the theorist Kleon- 
ides, even if they are by the seventh-century Terpan- 
der, describe a sudden increase in number of strings." 
Similarly, the stories in which Christian-era writers at- 
tribute to Timotheus the adding of still more strings 
in the late fifth century seem to be nothing more than 
misinterpretations several centuries after the fact that 
were based on erroneous understanding of Timotheus’ 
own poetry and of attacks against him in contempo- 
rary comic writers. Variations of a minor sort probably 
occurred, but in essence the seven-stringed lyre re- 
mained seven stringed from before the days of the 
Trojan War to the time of Alexander the Great and 
probably beyond. 

The Greeks did, of course, have *many-stringed"" 
instruments—the various kinds of harps that they 
called trigonon, pektis, and magadis—and it may have 
been sudden popularity of these instruments (with 
twenty strings or more) during the late fifth century 
that led to the legends of added numbers of strings in 
the case of the lyra or kithara, 


The instruments of least importance in Greck cul- 
ture, harps and lutes, have become the more impor- . 
tant instruments in the West. Although the kithara has 
left its name in words like gittern, guitar, and zither, 
all of these are in fact instruments of the lute of psal- 
tery types. Indeed, instruments of the lyre type sur- 
vive, as plucked instruments, only in certain areas of 
Asia and East Africa. Yet the Minoan and Greek ver- 
sions of the lyre were once thriving participants in a 


maskal culture that extended over a period of nearly 
two millennia, and as such deserve to be studied in 
dose detail as the data about them slowly increase 
with the publication of more works of art in which they 
are depicted. New archaeological finds, perhaps mod- 
els or parts of actual instruments. may also add to the 
store of information. In any case, the material avail- 
able at present is sufficient not only to correct the 
misunderstandings mentioned above but also to con- 
tradict certain popular assumptions about these in- 
struments, such as the notions that they had a "weak 
voice" ог were “primitive and insecure" in their tun- 
ing; Pindar’s lyre was "well strung” and “deftly 
wrought,” capable of both soft singing and "'thunder- 
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ous" sound; "bright-sounding" and "glorious," it is 
addressed in his first Pythian Ode with these words: 


Golden phorminx, joint possession of Apollo and the 
violet-haired Muses, you whom thc 
steps hear in the merry dance, 
The singers obey your notes 
when your vibrating strings are struck 
То begin the choir-leading prooemium.* 
Хоуоѓа фбошуё, Andiwvos xai іоллохбишу 
ovvdixov Могобу xréavov' тас axover 
uiv Вдо‹с аудаїас дохӣ, 
aztí8ovtat д' dooi oáuacw 
dynotysowy блбтау agoomiwy 
аиВодйс̧ teUync ёАєМСоиёуа. 
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See Introduction for method of citing museums and volumes of the 
Corpus Vasorum Antiquorum (CVA). 
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р. 91; Wegner, MT cat. 46; Coldstream, 71-72. 
Athens, unnumbered sherd from the Argive Heraion. Fig. 
13; Aign V/13, p. 94; Wegner, MT cat. 51; C. Wald- 

Stein, The Argive Heraion 2 (1905), pl. 51, 7. 
Athens (?), plektra and fragments from Mycenae. Platon, 
Б Charisterion eis А.К. Orlandon ЇЇ, pl. 71b. 
B BS 406, from Boeotia. Wegner, MT cat. 61, pl. ШЫ. 
erlin Antikenmuscum 31573, from Aigina. Fig. 10; Aign 
é Уп, P. 97; Wegner, MT cat. 69; CVA 1, pl. 47, 2. 
ambridge Mus. Class. Arch. 345, from Attica. Wegner, 
MT cat. 72, pl. 2b. 


Copenhagen 727, from Athens. Aign V/8 a and b, p. 90; 
Wegner, MT cat. 99, pl. VI a and b; CVA 2, pll. 73, 5, 
and 74, 3 and 6. 

Copenhagen 9367, from Attica. Aign У/10, p. 91; Wegner, 
MT cat. 101. 

Copenhagen 12433, from Exochi, Rhodes. Wegner, MT 
cat. 103; Acta Archaeologica 28 (1957), 26ff., fig. 57. 

Delos, 7th-century vase sherd. See chap. 2, fig. 7. 

Dresden 1699, from Boeotia. Fig. 11; Aign V/16, p. 97; 
Wegner, MT cat. 74; Wegner, Musikleben 136, fig. 20/3. 

Hagia Nikolaos, amphora from Sitia. Fig. 2c; Platon, 
Charisterion eis А.К. Orlandon ІП, p. 214, бр. 4. 

Heraklion 2064, bronze figure. Fig. 6; Aign 11/16, p. 56; 
Wegner, MT cat. 90; Wegner, Griechenland, pl. 25, 1. 

Heraklion, Hagia Triada fresco. Aign 11/10, p. 43; Weg- 
ner, MT cat. 82; Long, Studies in Mediterranean Ar- 
chaeology 41 (1974), pl. 17. fig. 43. 

Heraklion, Hagia Triada sarcophagus. Fig. 2a; Aign II/11, 
p. 44; Wegner, MT cat. 81; von Matt, Ancient Crete, 

p. 138. 

Heraklion, Knossos seal stone. In Aign II/8, p. 41; Xan- 
thoudides, EA 1907, 177, pl. 8, fig. 111; EA 1913, 100, 
pl. 2, fig. 111. 

Heraklion, Palaikastro terra-cotta group. Aign 11/12, 

p. 46; Wegner, MT cat. 80; von Matt, Ancient Crete, 
pl. 202. 

Karatepe, relief. Lower excavation, by “Master А." Fig. 
14; Aign 
А/ба, р. 175. 

Karatepe, relief. Upper excavation, by "Master B." Fig. 
7b; Aign 
A/S, p. 174. 

Karlsruhe В 863 and B 864 from Thera. Aign 12 and 1/3, 
p. 31; Wegner, MT cat. 98 and 97; Thimme, Ап and 

Culture of the Cyclades, color pl. 4, p. 202, und pll. 254~ 

55, pp. 300-01. sus 


Khami 2308, from Kalamion. Fig. 2b; Long. Studies in 
Mediterranean Archaeology 41 (1974), pl. 18, fig. 48. 

Khora, Pylos fresco. Aign Vil, p. 80; Wegner, MT cat. 
136; Lang, The Palace of Nestor at Pylos, 2, color pl. A. 

Location unknown, Knossos bead seals. In Aign 1 and 
ИЗ, pp. 35-37; Wegner. MT, U 77-78, nos. 83 and 84. 
Sec Evans. Scripta Minoa 1, 192, and pl. III, fig. 64a. 

Location unknown, Knossos seal stone. Fig. 2d; Evans, 
Palace of Minos IV, 151. 

Locations unknown, seal stones (rom Rhodes or Euboea. 
Porada, The Aegean and the Near East: Studies Pre- 
sented to Hetty Goldman, 185-211. 

Location unknown, Swiss private collection, Cycladic fig- 
ures. Thimme, Art and Culture of the Cyclades, fig. 77, 
p. 89. 

Location unknown, cylinder seal from Tarsus. Aign A/2, 
p. 142, fig. 86. 

London E 270, Sth-century vase. ARV? 183 and 1632. 

London 1920.12-20.1, Cypriote bronze stand. 

London 1946.10-17.1, Cypriote bronze stand. 

London 134306, cylinder seal from Anatolia. Joan Rim- 
mer, Ancient Musical Instruments of Western Asia in the 
Deparment of Western Asiatic Antiquities, p. 28, fig. 6 
and pl. Villa. 

Meggido, Israel, rock drawing. Aign, рр. 118-20. 

Nauplia 14.376, vase fragment from Tiryns. Fig. 3b; Ver- 
muele and Кагареогрћіѕ. Mycenaean Pictorial Vase 
Painting, pl. ХІ, 69. 

Nauplia, krater fragment from Nauplion. Fig. 3a; Ver- 
muele and Karageorghis, Mycenaean Pictorial Vase 
Painting, pl. 1X. 14.1. 

New York 47.100.1. Aign V4, p. 33, discussed as a for- 
gery; Thimme, Art and Culture of the Cyclades, pil. 253a 
and b, pp. 298-99. 

Nicosia, Hubbard amphora. Fig 5b; Aign IUS, p. 63; 
Wegner, MT cat. 120; Dikaios, В$А 37 (1936-37), pl. 8. 

Nicosia, Kaloriziki amphora. Fig Sa: Aign ША, p. 62; 
Wegner, MT cat. 121; Dikaios, BSA 37 (1936-37), 

р. 71. fig. 7. 

Nicosia, Kouklia T. 9, no. 7. Fig. 4; Karageorghis, Mycen- 
acan Art from Cyprus, pL 16, 1. 

КУ CS 170, 1938.793, from Heraklion. Aiga, рр. 349- 

Sparta, Laconian-Gcometric vase sherd. Aign V/4, p. 85; 
Wegner, MT cat. 148. 

Sparta, bronze votive lyre from the Amyklaion. Fig. 3d; 
Aign V’3, p. 84; Wegner, MT cat. 139; Guillemin and 
Duchesne. L'Antiquité classique 4 (1935), рі. 7, no. 28. 

Терса. votive bronzes. Fig. 9; Wegner, MT cat. 151-53; 
Dugas. ВСН 45 (1921). 394 no. 210, figs. 39, 47; and 
Rhomaios, EA 1952, 26ff., tig. 20a. 

Tübingen 2657. Fig. 7а; Aign УЛ, p. 89; We * 
156: CVA M4, pl. 216,227 7: ee MT cat 
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Argos А56 U 14 Tortus 2, fragments of tortoise shell from 
a lyre. 
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Athens Nat. Mus. Аст. 2203. Fig. 10; Graef-Langlotz 1, 
рі. 93. 

Athens Agora АР 1085. Fig 3a; Aign V/23, р. 103; ABV 
6, 23; Para 5. 28; Hesperia, 1938, pp. 160ff. and pl. 1. 

Athens Agora P 10154. BCH 61 (1937), pl. 35. 

Athens Kerameikos 2869. Fig. 14b. 

Athens 313, the Analatos Hydria. Fig. 13; Aign V/15, 
pp. 95-96. 

Athens 784, Geometric period vase. Aign V/14, p. 95. 

Athens 911, Melian amphora. Fig. 2; Aign V/20, p. 100; 
Arias and Hirmer, A History of Greek Vase Painting, 
pll. 22-23 and text pp. 29-30. 

Athens 5708, Boeotian terra-cotta. 

Athens 12210, terra-cotta figure from Cyprus. Fig. 4. 
Athens 16164, Corinthian plaque. Fig. 17; Charbonneaux, 
Martin, and Villard, Archaic Greek Art, 312, pl. 357. 

Athens 18542, late Geometric-period vase. See chap. 1. 

Athens 19272, krater from northeast Aegean. Fig. 9b; 
Wegner, MT cat. 47. 

Athens Nat. Mus. 2523. Fig. 5; Wegner, MT cat. 12; Aign 
VAS, p. 232; Graef-Langlotz I, pl. 104. 

Athens, unnumbered Corinthian aryballos from Perachora. 

Athens 0.76.9, fragments of tortoise shell for a lyre, from 
Vassae. Archaiologikon Deltion 32, pt. A (Athens 
1977), 220ff. and pil. 77-78. 

Athens, vase sherd from the Argive Heraion. See chap. 1. 

Ayia Irini, Cyprus, steatite seal stones 2123, 2180. Aign 
I1J11-12, pp. 71-72. 

Bayrakli, Old Smyrna dinos sherd. Fig. 1; J. M. Cook, 
JHS 71 (1951), 248, fig. 8. 

Berlin Antikenmuseum 31573, late Geometric period. See 
chap. 1, fig. 10. 

Boston 00.330. Fig. 11; CVA 14, pl. 627, 1 and 3. 

Boston 23.595, seal stone. Boardman, Greek Gems, pl. 
304. 

Cambridge Mus. Class. Arch. 345. Wegner, MT pl. U II 
b, cat. 72. 

Copenhagen 3241. CVA 3, pl. 104, 2b. 

Copenhagen 9367, late Geometric-period vase. See chap. 
1, fig. 7. 

Br umi 13536. CVA 8, pll. 322, 1a, and 323, 1a; ABV 

14. 

Copenhagen, Ny Carlsberg Glyptotek, stone siren from 
Kyzikos, Turkey. Ekrem Akurgal, Die Kunst Anatoliens 
von Homer bis Alexander, p. 265, fig. 228. 

Cyprus, silver cup. Aign ШЗ, p. 67. 

Delos B 4260. Fig. 7. е 

Delphi, marble relief from Sikyonian Treasury. Fig. 9c; 
also in Wegner, Griechenland, p. 58 and pl. 31. 

Florence 4209. Fig 14c; ABV 76, 1; Para 29; Karl Sche- 
Fa: a and Legend in Early Greek Art, p. 62, 

ig. 18. 


Heidelberg Univ, 68/1. CVA 31, pl. 1506, 2 and 3. 
Fig. 14d. 


Istanbul. relief from Xanthos in Lykia. Ekrem Akurgal, 
Die Kunst Anatoliens von Homer bis Alexander, p. 135, 
86. 
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Karatepe, relief. See chap. 1. 

Kassel T. 448. CVA 1. pl. 1694, nos. 1 and 2. 

Lindos, Rhodes, marble figures 1712, 1716, 1717, 1820. 
Blinkenberg and Kinch, Lindos I, pt. 2, pll. 70 and 76. 

Location unknown, band kylix once Basel Auction 18, 
1958, no. 85 (Н. A. Cahn), privately owned. In Erika 
Simon, Die Götter der Griechen, р. 193, pl. 176. 

Location unknown, bronze votive kithara. Aign V/37, 

p. 240. 

Location unknown, Etruscan funerary chest from Cam- 
pania. Fig. 5a; Aign E/1, p. 187. 

Location unknown, vase from Pitane. Drawing in Akur- 
gal, The Art of Greece, 211, fig. 155. 

London B 46. ABV 91, 5. 

London B 139. CVA 1, pl. 5, 3a and b; ABV 139; Para 57. 

London B 260. CVA 5, pl. 64, 2a and b. 

London 88.2-8.10, fragment of an East Greek pot from 
Tel Defenneh, Egypt. CVA 13, pl. 604, no. 16; drawing, 
pl. 598, no. 9. 

London 1971.11-11. Fig. 9a; Para 19.16 bis; Boardman, 
ABFV 24; Paul Zanker, Wandel der Hermesgestalt in der 
Attischen Vasenmalerei, pl. 3, no. 1. 

London 459, seal stone. Boardman, Greek Gems, pl. 316. 

Munich 1472. CVA 7, pl. 1564, 1; ABV 143. 

Munich 2243. Fig. 12; ABV 163; Boardman, ABFV pl. 
116, 2. 

New York 06.1021.26. Fig. 14e; AJA 63 (1959), 353-54 
and pl. 89. 

New York 06.1021.47. 

New York 14.105.10. 

New York 17.230.14. CVA 16, pl. 744, 1, and pl. 747, 2. 

Nen onk 41.162.184. CVA 8, pl. 384, 1b; ABV 305; Para 


New York 56.11.1. Fig. 15b; Met. Museum Bulletin 15 
(1956), 54-55. 

New York 98.8.11. Fig. 16. G. M. A. Richter, Handbook 
of Greek Art, (1967), p. 59, no. 40, pl. 40a. 

Nicosia, limestone votive statuette. 

Olympia 11327, bronze relief. Aign V/21, p. 101. 

Olympia, bronze cup. Aign S/7, p. 161. 

Olympia, bronze shield-strap plate. Aign V/36, p. 239. 

Oxford 1892.1490. Fig. 18; Boardman, Archaic Greek 
Gems, no. 180, p. 77, pl. 12. 

Paris CA 3329. CVA 26, pl. 1156, 3. 

Paris E 623. CVA 19, pl. 833, 1 and 3; ABV 83; Para 31. 

Paris E 629. Fig 14a; Charbonneaux, Martin, and Villard, 
Archaic Greek Art, p. 43, pl. 46. 

Paris E 643. Fig. 15a; Archaic Greek Art, p. 74, pl. 79. 

Paris E 861. Fig. 15c; CVA 1, pl. 36, 12; Para 33. 

Paris F 13. CVA 4, pl. 148. 

Philadelphia Univ. Mus. L 64.180. Museum Journal.4 
(1913), 141 and pl. 151. 

Philadelphia Univ, Mus. MS 4841. Museum Journal 4 
(1913), 142 and p. 152. 

Rhodes 12.200, Fig. 6; ABV 115; CVA 9, pl. 451, 2. 


Sparta, ivory or bone plektra. Fig. 13d; R. M. Dawkins, 
The Sanctuary of Artemis Orthia at Sparta, pl. 166, no. 
5, and 167, pt. A. 

Sparta, lead figures. Aign V/33-34, р. 236. R. M. Dawk- 
ins, Sanctuary, pl. 189 no. 7. 

Sparta, lead votive objects. Figs. 13b and 13c; R. M. 
Dawkins, Sanctuary, pll. 180, no. 19; 183, nos. 18-20; 
189, nos. 10, 11. 

Syracuse 12577. Fig. 3b; Aign V/24, p. 231. Payne, Necro- 
corinthia, 119, fig. 44A. 

Taranto 117234. Heide Mommsen, Der Affecter, pl. 58 

Tegea, Geometric-period bronze votive phorminx. See 
chap. 1. 

Thebes R.50.265. BSA 14, pl. 10ff. and рр. 260-61. 

Zakynthos, priv. coll., bronze back plate (armor) from 
Olympia. Fig. 8; Wegner, Griechenland, 44 and pl. 20. 
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Altenburg 202. CVA 17, pl. 817. 

Athens Acropolis 816. Graef and Langlotz, Die antiken 
Vasen von der Akropolis zu Athen ser. І. pl. 49, no. 
Athens Acropolis 836a. Graef and Langlotz, Die antiken 

Vasen von der Akropolis ser. 1, pl. 56, no. 836a. 

Athens Acropolis, Parthenon plaque 875. Fig. 6. 

Athens Acropolis 2009. Graef and Langlotz. Die antiken 
Vasen von der Akropolis ser. 1, pl. 89, no. 2009. 

Athens Nat. Mus. Acr. 609. Fig. 14. ARV? 190. 

Athens 1626. ARV? 663. 

Austin, University of Texas 1980.63. H. A. Shapiro, ed., 
Greek Vases from Southern Collections, no. 9, p. 33. 

Berlin 1846. CVA 45, pl. 2175. 

Berlin 1869. CVA 45, pl. 2181. 

Berlin 1966.1. CVA 45, pl. 2176. 

Berne 12409. Fig. 16; ARV: 1212, 5; Adrienne Lezzi-Haf- 
ter. Der Schuwalow-Maler, pl. 133f. 

Bologna 228. ARV? 511; CVA 5, pll. 238 and 239. 

Bologna 276. ARV? 569; CVA 27. pl. 1211, 1 and 3. 

Bonn 72. ARV? 250; CVA 1, pl. 18. 1-5. 

Boston 26.61. Fig. 8. Caskey and Beazley, Attic Vase 
Paintings in the Museum of Fine Arts, Boston, pl. 8 
fig. 19. 

Boston 95.45. Fig. 19; Caskey and Beazley, Attic Vase 
Paintings, pl. 46, no. 88. 

Boston 96.719. ARV: 1107. ? 

Boston 97.370. Fig. 1. Caskey and Beazley, Attic Vase 
Paintings, supp. pl. 15, no. 105. 

Brussels A 200. ABV 392; CVA 3, pl. 117, 1b. 

Brussels A 3089. CVA 3, pl. 120, 2a. 

Brussels R 240. CVA 2, pl. 58, 5b. 

Bucharest 03207. CVA 1. pl. 32, 1. 

Cambridge, Fitzwilliam X. 13. 

Cambridge. Fitzwilliam GR 18.1927. scarab. Fig. 17. 

Cambridge, Harvard 1960.236. ARV: 185. See chap. 5, 


2 
Canterbury, N.Z., University. Logie Coll. 3/53. Trendall, 
Greek Vases in the Logie Collection, pl. 30, 


Gnomai, Univ. Classics Library. kalyx krater. ARV? 215, 
16. 

Cleveland 76.89. Fig. 15. Bulletin of the Cleveland Museum 
oj An (February 1977), p. 43. 

Ferrara VP T.55. CVA 37, pl. 1680, 4. 

Ferrara 2893. ARV? 1038 and 1679; Spina, рї. 89-92. 

Fiesole. black-figured amphora. CVA 57, pl. 2524. 

Frankfurt STV 4. CVA 30, pl. 1437; ABV 430, 23. 

Gotha 36. CVA 24, pl. 1154, 1. 

Hannover 1964.9. CVA 34, pll. 1641. 2, and 1643, 1. 

Hannover 1965.30. CVA 34, pil. 1650-5). 

Hannover Kestner 753. ABV 392; CVA 34, р. 1641, 3 
and 1644, 2. 

кекет 675. Fig. 5; Рага 167, 223bis. CVA 35, pl. 1704, 


Lees BC 2. CVA 3. pl. 101. 

Leiden PC 3. ABV 372, 164; CVA 3, рі. 124. 
Leiden PC 41. CVA 4, pl. 167. 

lenis ARV? 198; Para 510; A. Peredolskaya, рі. 


Vaid өм. ARV? 288; Para 511; A. Peredolskaya, pl. 


— 17295. Fig. 10; ABV 410. L'Antiquité classique 
5, pl. 37, 1. 

London B 139, CVA 1, pl. 5, 3a, b; ABV 139; Para 57. 
See chap. 2. 

London B 202. ABV 284; CVA 4, pl. 162, 1a and b. 

London B 206. Fig. 3; ABV 369; CVA 5, pl. 191, la and 
b. 

London В 258. ABV 402; CVA $, pl. 208, 4а and b. 

London B 262. ABV 321; CVA 5, pl. 213. 2a. 

London B 300. Fig. 12; ABV 324, 694. Boardman, Athe- 
nian Black Figure Vases, pl. 222. 

London B 460. ABV 212, 1; CVA 2. pl. 80, 2a and b. 

London B 679. 

London E 265. ARV: 1594. CVA 3, pl. 173, 1. 

London E 383. ARV? 630, 25; drawing in Beazley, ARFV 
in American Museums, p. 156. 

London E 444. ARV? 208; CVA 4, pl. 141, 4. 

London 1926, 6-28, 7. Fig. 11; ABV 375; CVA 5, pl. 206, 
4. 

London. Brit. Mus.. Knight Coll. Didrachm from Delos. 
G. K. Jenkins. Ancient Greek Coins, pp. 34-35. 

Madrid 10916. ABV 508; CVA 1, pll. 39, 3b, and 40, 2. 

Montpelier 130. ARV: 197, 10; JHS 42 (1922), 75, fig. 3. 

Munich 1575. Fig. 4, ABV 256; CVA 37, pll. 1781, and 
1782. 

Munich 2304. Fig. 18; ARV? 220; CVA 12, pl. 557, 2. 

Munich 2319. ARV? 198 and 1633; CVA 20, рі. 925 and 
NG, Е. 

Naples 192. Beazley, Pan Pointer, рі. 17, 3. 

New York 20.245. Fig. 9; ARV? 552, 30; АЈА 27 (1923), 
278, fig. 15. 

New York 21.85.73. Richter and Hall, RFAV, pl. 125; 
ARV? 1029. 

‘New York 25.78.66. ARV: 1172, 1685: Richter and Hall, 
RFAY. pl. 155. Sec chap. 6, Bg. 13. 
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New York 53.224. Met. Mus. of Art Bulletin, new ser. 21, 
8, pl. 8. 

New York 56.171.38. Fig. 13. Charbonneaux, Martin, and 
Villard, Archaic Greek Art, pl. 389. 

New York 57.12.8. 

New York 67.44.1. CVA 16, pl. 762, 1. 

Oxford G.240. ABV 484, 9; CVA 14, pl. 637, 1. 

Oxford 274. CVA 3, pl. 107; ARV? 203. 

Oxford 1911.630. CVA 3, pl. 19, 6. 

Oxford 1965.116. ABV 273; CVA 14, pl. 625. 

Oxford 1965.119. ABV 261; CVA 14, pl. 652. 

Paris Bibl. Nat. H 1119. ABV 552; CVA 10, pl. 465. 
Paris E 669. Karl Schefold, Gótter- und Heldensagen der 
Griechen in der spütarchüischen Kunst, p. 80, pl. 91. 

Paris E 861. Para 33; CVA 1, pl. 36, 12. 

Paris F 58. ABV 312; CVA 5, pl. 196, 9. 

Paris F 282. CVA 8, pl. 358. 

Paris F 297. ABV 333; CVA 9, pl. 410, 9. 

Paris G 50. ARV? 188 and 1632; CVA 9, pl. 431. 

Paris, Petit Palais 304. CVA 15, pl. 647, 1. 

Philadelphia, Univ. of Pa. MS 5399. ARV 6. 

Plovdiv 298. Fig. 7; ARV? 1187, 36; Van Hoorn, Choes 
and Anthesteria, pl. 241, and text note 114. 

Rome, Vatican kylix by Douris. ARV? 437, no. 116; AJA 
(1962), pl. 78, 7. 

Rome, Villa Giulia 15730. ABV 373; CVA 3, рі. 103, 1. 

Syracuse 17427, ARV? 1184, 4; CVA 17, pl. 824, 5. 

Syracuse 45911. ARV? 1053, 32; CVA 17, pll. 829, 1, and 
830, 1 and 2. 

Tarquinia 678. CVA 25, pl. 1137, 1 and 3. 

Tarquinia 681. CVA 25, pl. 1143, 3. 

Tarquinia RC 2800. CVA 26, pl. 1181, 5. 


Tarquinia RC 8262. ABV 258; Para 138; CVA 26, pl. 
1189, 1. 


Toledo 56.70. CVA 17, pl. 803, 1. 

Toronto 919.5.133. Fig. 2. Robinson, Harcum, and Iliffe, 
A Catalogue of the Greek Vases in the Royal Ontario 
Museum of Archeology, Toronto, pl. 32. 

Toronto 919.25.2. Robinson, Harcum, and Шие, Cat. of 
Greek Vases in the R.O.M., pl. 43. 

Trieste S 405. ABV 350, 695; CVA 43, pl. 1911, 3. 

Vienna 415. ARV? 591; CVA 3, pl. 101, 1. 

Vienna 698. ARV? 432; CVA 2, pl. 59, 2. 

Vienna 3739. CVA 3, pl. 140, 1 and 2. 

Warsaw, Czartoryski 11. CVA 1, pl. 13, 2b. 

Warsaw, Czartoryski 34. ARV? 646; CVA 1, pl. 22, 2c. 

Würzburg 216. ABV 383, 13; Langlotz, Griechische Vasen 
in Würzburg, pl. 50. 

Würzburg 222. ABV 405; Langlotz, Griechische Vasen in 
Würzburg, pl. 50. 

bc 308. ABV 267. Simon, Die Gorter der Griechen. 


re priv. coll., bronze back plate. See chap. 2. 
р. 8 
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Adolphseck 68. ARV? 1207; CVA 11, pl. 521, 1-2. 

Adria B 254. ARV: 411; CVA 28, pl. 1259. 

Adria B 330. CVA 28, pl. 1261, 6. 

Adria B 534. CVA 28, pl. 1267, 7. 

Adria B 809. ARV: 357; CVA 28, pl. 1254, 4. 

Adria Bc 47. ARV: 803; CVA 28, pl. 1285. 

Ann Arbor, Univ. of Mich. 2601. CVA 3, pl. 100. 

Athens Agora P 43. Fig. 27; ARV: 1578. 

Athens Agora P 7246. АКУ? 962. 

Athens Agora P 18279. ARV: 1030. Hesperia 17 (1948), 
pl. 67, 4, and p. 188. 

Athens Agora P 18292. 

Athens Agora P 18799. Hesperia 17 (1948), pl. 67, 1, and 
p. 187. 

Athens Acropolis NA 57Aa 696. 

Athens Kerameikos Gr. 131, P 28, 1116. 

Athens 635. 

Athens 655. ABV 562. 

Athens 1130. Para 217; ABV 476. 

Athens 1134. 

Athens 1171. ARV: 1179. 

Athens 1172. ARV: 585. 

Athens 1176. ARV: 287; CVA 1, pll. 30 and 31. 

Athens 1230. ARV: 782. 

Athens 1241. CVA 2 pll. 76 and 77. See chap. 6, fig. 6. 

Athens 1259, 

Athens 1260. Fig. 22; ARV? 1060; Para 445. 

Athens 1300. ARV? 535. 

Athens 1413. Fig. 18. ARV: 285; CVA 1, pl. 31. 

Athens 1418. ARV: 1104; CVA 2, pl. 88, 1-3. 

Athens 1467. ARV: 1084. 

Athens 1546. Van Hoorn, Choes, 65, no. 44, pl. 502. 

Athens 1809. ARV: 689. 

Athens 1950. ARV? 1242; Para 468; CVA 1, pl. 43. 

Athens 1982. ARV: 751. 

Athens 10452. ARV: 779. 

Athens 11713. 

Athens 12282. 

Athens 12462. ARV: 959. 

Athens 12803. ARV: 452; CVA 1, pl. 32, 

Athens 12961. ARV: 1282. 

Athens 17539. ARV? 1255. 

Athens 17918, ARV: 1040, 19. See chap. 5, fig. 18. 

Athens 18599. ARV: 699; Para 407. 

Athens 19296. Рага 149. 

Athens 19503, unpublished choe. 

Athens, Nat. Mus. Acropolis Coll. 311. ARV? 478. Graef- 
Langlotz, pl. 19, 

Athens, Nat. Mus, Acropolis Coll. 546. Graef-Langlotz, 

5 ms у. 2, P- 49, on inscription. 
Sel, oinochoe by the Shuvalov Painter. Adrienne Lezzi- 
Hafter, Der Schuwalow-Maler (Mainz: Verlag Philipp 

Bens Zabern, 1976), 2, pl. 180. І 

Berka? 8/930. ARV: 839; CVA 5, pl. 218. 4b. 

Cley 8/4581. ARV: 974; CVA 5, pl. 222. 


Berlin 2278. ARV: 21; CVA 21, pll. 978, 2, and 979, 4. 

Berlin 2285. ARV: 431; CVA 21, pll. 1006 and 1007. 

Berlin 2291. ARV: 459; CVA 21, pll. 1013 and 1014. 

Berlin 2530. ARV? 831; CVA 22, pl. 1030. 

Berlin Antikenmuseum 2536. Fig. 9; ARV: 1287; CVA 22, 
pll. 1046 and 1047. 

Berlin 2547. ARV? 606; CVA 22, pl. 1038. 

Berlin 2549. CVA 21, pl. 1022, 3 and 7. 

Berlin 3172. ARV? 1103; Wegner, Musikleben, pl. 21. 

Berlin 3359. ARV: 267; CVA 21, pl. 1003. 

Berlin 4043. ARV? 833; CVA 22, pl. 1066, 2. 

Berlin 4059. CVA 22, pl. 1036. 

Berlin 11.863.66, scarab. Boardman, Archaic Greek 
Gems, pl. 24, no. 335, and p. 110. 

Bologna 271. CVA 33, pll. 1492, 2, and 1493, 1-4; ARV? 
825. 

Bologna 292. ARV? 1116; CVA 27, pll. 1231, 1b, and 
1234, 3a. 

Bologna 301. ARV? 1184; CVA 27, pll. 1237, 3, and 
1238, 2. 

Bologna 361. ARV’ 65; CVA 5, pl. 198, 3. 

Bologna 660. CVA 5, pl. 246, 1. 

Boston scarabs. Boardman, Greek Gems, nos. 304, 333, 
and 351. 

Boston 00.347. Caskey and Beazley, pl. 61, no. 109. 

Boston 00.356. ARV: 741; Caskey and Beazley, pl. 15, no. 
36. 

Boston 01.8080. ARV: 1231. Fairbanks, Athenian Leky- 
thoi, 6, pl. 6. 

Boston 03.816. Caskey and Beazley, pl. 44, no. 83. 

Boston 03.821. ARV? 1186. Caskey and Beazley, pl. 102, 
no. 170, and text v. 3, supp. pl. 27. 

Boston 13.202. Fig. 29. Caskey and Beazley, pll. 22 and 
26, no. 49. 

Boston 61.1233. CJ 59 (1964), 204, figs. 13-14. 

Boston 66.206. Para 356; AJA 70 (1966), pl. 6, fig. 18. 

Boston 90.156. Caskey and Beazley, pl. 57, no. 107. 

Boston 98.734, cornelian scarab. Boardman, Archaic 
Greek Gems, pl. 23, no. 334, and p. 110. 

Boston 98.887. Fig. 6; ARV? 774; Para 416. See also chap. 
6, fig. 3. 

вй 219. ARV: 1037; CVA 4, pll. 169 and 170. 

Brussels A 1020. Fig. 23; ARV: 743; CVA 1, pl. 42, 4. 

Cambridge. Fitzwilliam GR 1.1950. ARV? 1115. 

Cambridge, Fitzwilliam GR 8.1955. ARV? 648. . 

Cambridge, Fitzwilliam GR 22.1937. CVA 11, pl. 519. 

Cambridge, Fitzwilliam С. 73. ARV? 1287; CVA 6, pl. 
265, 2a and b. 

Cambridge. Fitzwilliam 4.1943. ARV? 935. 

Cambridge. Fitzwilliam 37.26. ARV: 506; CVA 11, pl. 521, 

Cambridge. Lewes House, 6th-century green jasper 
scarab. Boardman, Greek Gems, no. 416. 

Cambridge, Harvard column krater. ARV? 275; CVA 1, pl. 
12, 1. 

Cambridge. Harvard 1895.248. ARV? 803, CVA 8. pl. 352. 

Cambridge. Harvard 1927.30.21. CVA 1, pl. 4, 9. 

Cambridge. Harvard 1959.188. Fig. 14; ARV: 566. 


Canterbury, N.Z. Logie CML 6-AR 430. Trendall, Greek- 


Vases in the Logie Collection, pl. 26. 

Chapel Hill, kvix. ARV 1655. 

Chicago $9.95. 

Chicago 92.126. 

Cleveland 30.103. CVA 15, рїї. 703-04. 

Copenhagen Chr. VIII 519. CVA 4, pl. 160, 10. 

Copenhagen Chr. VIII 991. CVA 3, pl. 113, 4. 

Copenhagen 3634. ARV: 293; CVA 3, pl. 134, la and c. 

Copenhagen 3878. ARV? 479; СУА 3, pl. 141. 

Copenhagen 3880. ARV’ 373; CVA 3, pl. 144, 1а. 

Copenhagen 5377. ARV? 1277; CVA 4, pl. 159. 6a and b. 

Corinth C 34-365. Hesperia 6 (1937), 262, fig. 4. 

Connth MP 116, aryballos. 

Delphi 8140. Basil Petracos, Delphi (Athens: Hesperus 
Editions, 1971), cover. 

Eleusis 470. ABV 335? 

Eleusis 626. 

Eleusis, black-figured lekythos. 

Ferrara T. 127. ARV: 1171; CVA 37, pl. 1656; Spina, pl. 
108. See chap. 6, fig. 11b. 

Ferrara T. 293. ARV! 733. n. 1. Spina, pl. 98. 

Ferrara T. 563. ARV? 1286; Spina, pl. 113. 

Fiesole, amphora. CVA 57, pl. 2533. 

Florence PD 267. ARV? 920; CVA 30, pl. 1377. 

Florence PD 272. ARV: 834; CVA 30, pl. 1375. 

Florence 128 (7.B29). Fig. 26; CVA 8, pl. 382; ARV? 205. 

Florence 3911. ARV: 389; CVA 30, pl. 1366. 

Florence 3933. ARV: 929; CVA 13, pl. 655. 

Florence 3946. ARV: 792; CVA 30, pl. 1371. 

Florence 4014. Fig. 16; ARV? 1060; CVA 13, pl. 643. 

Florence 4219. ARV: 809; CVA 38, pl. 1699, 3, 

Florence 74355. ARV: 1290; CVA 38, pl. 1724, 1-2, 

Florence 81268. ARV? 568; CVA 13. pl. 628. 

Florence 91258. CVA 38, pl. 1706. 

Frankfurt 304. СУА 30, pl. 1440, 1-3. 

Frankfurt Mus. für V. F. 6 304. Fig. 13; CVA 30, pl. 
M41, 3. 

Сеја 112/B. ARV: 423; CVA 54, pil. 2402, 3, and 2403, 2. 

Geneva 14986. ARV? 1290; Para 473; CVA 1, pil. 9 nd 10. 

Geneva 14987. ARV: 1019; CWA 1, pl. 20, 2. 

Genoa 1216. ARV? 1048: CVA 19, pl. 914. 

Gotha 51. Fig, 25; ARV: 1028; CVA 29, pil. 1387-89. 

The Hague, Scheurleer 623. CVA 2, pl. 82, 4 and 6. 

Hamburg 1900.164. ARV? 880. 

Hannover 1961.24. CVA 34, pl. 1677, 

Heidelberg Univ. L 64. Fig. 1; CVA 31. pl. 1513, 2 and 3. 

Hillsborough. Hearst 17. ARV: 310. J. K. Raubitschek, 
The Hearst Hillsborough Vases, 63-65. 

Hillsborough. Hearst 21. Fig. 7: 1. K. Raubitschek, The 
Hearst Hillsborough Vases. 75-76. 

Karlsruhe B 77. CVA 7, pl. 308, 6, and 309, 2-3. 

Kassel T. 429. ARV: 904; CVA 35, pl. 1718. 

Kassel T. 436. ARV: 626; CVA 35, pil. 1717 and 1720. 

Kavala A 1759. 

Laon 371059. ARV 627; CVA 20, рі. 917. 

Lecce 573. ARV: 262: CVA 4, рі. 153. 


OBJECTS MENTIONED 


Leningrad, The Hermitage, unlabeled kylix. 

Lindos, Rhodes 2355, terra-cotta (standing young man 
with lyre). Blinkenberg, Lindos, les petits objets 2, no. 
2355, pl. 110. 

London B 167. Fig. 8; ABV 382; CVA 4, pl. 154. 

London B 171. 

London B 257. ABV 401; CVA 5, pl. 208, 3. 

London B 353. Fig. 3; ABV 535; CVA 8, pl. 356, 5. 

London B 651. 

London E 58. ARV? 467. 

London E 122. 

London E 149. ARV? 1301; CVA 5, pl. 223. 

London E 159. Fig. 12; АКУ? 24; CVA 7, pl. 322. 

London E 171. ARV? 579; CVA 7, pl. 326, 2. 

London E 172. ARV: 565; CVA 7, pl. 307, 2. 

London E 177. CVA 7, pl. 331. 

London E 178. ARV? 503; CVA 7, pl. 331. 

London Е 191. ARV? 1119; CVA 8, pl. 361. 

London E 214. ARV? 1082; CVA 8. pl. 364. 6. 

London E 271. Fig. 5; ARV? 1039; Para 398, 443; CVA 4, 
pl. 176. 

London E 274. ARV: 604; CVA 4, pl. 178. 

London E 301. ARV: 647. 

London E 326. ARV: 534. 

London E 330. ARV: 842; CVA 7, pl. 313, За. 

London E 341. ARV? 668; CVA 7, pl. 318. 

London E 381. 

London E 390. ARV? 1148. 

London E 391. ARV? 1136. 

London E 400. ARV: 1176. 

London E 445. ARV? 217; CVA 4, pl. 186. 

London E 454. CVA 4, pl. 189, 1b. 

London E 455. CVA 4, pl. 189, 2b. 

London E 456. CVA 4, pl. 189, 3b. 

London E 461. ARV: 601. 

London E 514. ARV? 210. 

London E 525. ARV? 754; Van Ноот, Choes, pl. 196, cat. 
no. 629. 

London E 542. ARV? 853. 

London E 787. ARV? 870; CVA 5, pl. 233, 2. 

London E 815. ARV? 125. 

London 1916.6-10.501, fragments of a lyre. 

London 1920.3-15.1. = * 

London 1920.6-13.2. ARV? 1190. 

London 1921.7-10.2. ARV: 1060; CVA 8, pl. 358. Sec 
chap. 5, fig. 11. 

London 459, cornelian pseudo-scarab. Boardman, Greek 
Gems, no. 316. | 

London 1225, Locrian relief. 

— — from Pordosilene. Anson pt. 6, pl. 5, 
no. 351. 


London, tetradrachm from Abdera. Anson pt. 6, pl. 3, 

no. 192. 

London, stater from Kalymna, 6th century. Jenkins, An- 
cient Greek Coins, рр. 30 and 32. 

Los Angeles 48.25. CVA 18, pl. 870. 

Madrid 11158. ARV? 649; CVA 2, pl. 71,2. 


OBJECTS MENTIONED 


Madrid 11268. ARV? 473; CVA 2, pl. 58, 4a. 

Mainz 91. CVA 15, pl. 739, 2 and 4; Para 289. 

Milan C 354. CVA 51, pll. 2275, 1, and 2276, 1. See chap. 
5, fig. 9. 

Munich 2306. CVA 12, pll. 560 and 563. 

Munich 2323. ARV? 571; CVA 20, pl. 928. 

Munich 2363. ARV: 853; CVA 6, pll. 272, 1, and 274, 1. 

Munich 2413. ARV? 495; CVA 20, pll. 967, 969, and 970. 

Munich 2421. Fig. 28; ARV? 23; CVA 20, pll. 937 and 938. 

Munich 3268 (Apulian). Arias and Hirmer, pll. 236-37. 

Mykonos 970. ARV: 261. Ecole Francaise d'Athénes 21, 
Délos, pll. 5-7. 

Mykonos, hydria fragments. ARV? 572, 86; Ecole Fran- 
çaise d'Athènes 21, Délos, pl. 26, 62. 

Naples, Roman copy of relief, 5th century, Orpheus with 
Eurydice and Hermes (?). Hesperia 33 (1964), pl. 12d 
and pp. 76ff. 

New York L 68.142.15. Bulletin of the Met. Mus. of Art 27 
(1968-69), cover, frontispiece. 

New York L 1970.32.6. 

New York 06.11.29. ARV? 777. G. M. A. Richter and 
М. J. Milne, Shapes and Names, fig. 99. 

New York 07.286.47. ARV? 175 and 1631; G. M. A. 
Richter and L. F. Hall, RFAV, pl. 10. 

New York 07.286.78. Fig. 30; ARV: 227; Richter and Hall, 
RFAY, pl. 21. 

New York 08.258.5, bronze figure. G. M. A. Richter, 
Handbook of the Greek Collection, pl. 48c and р. 67. 

New York 08.258.57. Richter and Hall, RFAV, pl. 56. 

New York 12.236.2. ARV? 989; Richter and Hall, RFAV, 
pl. 117. 

New York 16.52. ARV? 1321; Richter and Hall, RFAV, 
pl. 160. 

New York 22.139.72. ARV? 781; Richter and Hall, RFAV, 
pl. 107. 

New York 23.160.54. ARV? 441; Richter and Hall, RFAV, 
pl. 64. 

New York 24.97.30. Fig. 4; ARV? 1079; Richter, Hand- 
book of the Greek Collection, pl. 82c. 

к York 25.189.2. ARV: 988; Richter and Hall, RFAV, 

. 120. 

New York 26.60.79. Fig. 19; ARV? 891; Richter and Hall, 
RFAV, pl. 81. 

у York 28.167. АКУ? 890; Richter and Hall, RFAY, pll. 

, 178. 

New York 40.11.22. ARV? 965; Bulletin of the Met. Mus. 
of Art 36, 123. 

New York 41.162.33. ARV: 834; CVA 1, pl. 50. 

New York 41.162.86. ARV: 564; CVA 8, pl. 405. 

New York 41.162.155. АКУ? 502 and 1656; CVA 1, pl. 38. 

New York 41.162.169. CVA 8, pl. 408, 1. 

New York 52.11.4. ARV? 437; Bulletin of the Met. Mus. of 
Ап (1952-53) 101. à 
W York 57.12.12. Para 234. 

New York 58.11.1. ARV? 835. 

New York 63.11.4. Para 158. 

New York 96.18.76. Richter and Hall, RFAV, pl. 78. 
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New York 96.18.143. 

New York, cornelian scaraboid from Cyprus. Richter, Cat. 
of Engraved Gems, (1956), no. 41. Boardman, Greek 
Gems, no. 359. 

Nicosia C 430. Proceedings of the British Academy (Ath- 
ens) 33, 3ff. 

Once Northampton, Castle Ashby 67. ARV? 1193; CVA 
15, pl. 698. 

Once Northampton, Castle Ashby 74. ARV? 1186; CVA 
15, pl. 706. 

Oxford 1914.734. ARV? 362; CVA 3, pl. 123, 4. 

Oxford 1916.13. Fig. 20; ARV? 1259; CVA 3, pll. 96 and 
103. 

Oxford 1920.104(266). ARV? 1000. P. Gardner, Catalogue 
of the Greek Vases in the Ashmolean Museum (1893), 
21; pl. 20, 1. See chap. 6, fig. 5. 

Oxford 1929.4. ARV: 410; CVA 9, pl. 416, 7. 

Oxford 1965.118. ABV 335; CVA 14, pl. 649-50. 

Oxford 1965.125. Para 295; CVA 14, pl. 631, 4. 

Oxford 311 (1889.1015). Fig. 10; CVA 3, pl. 131, 1. 

Oxford 312. CVA 3, pl. 125. 

Oxford 530. CVA 3, pl. 124; ARV? 1061. 

Oxford 535 (G. 292). Fig. 2; CVA 3, pl. 127. 

Oxford, Miss. Once Robinson Coll. ARV? 238; CVA 6, pl. 
267. 

Palermo 97. CVA 50, pl. 2217. 

Paris B 115, terra-cotta. Seated man playing lyre. Cat. rai- 
sonné des figurines et reliefs 1 (1954). 

Paris Cab. Méd. 846. ARV? 1050; Caskey and Beazley, At- 
tic Vase Paintings, text vol. 2, p. 37. 

Paris CA 74. Para 285; CVA 26, pl. 1155, 1. 

Paris Е 232. ABV 281; CVA 5, pl. 210, 4-7. 

Paris F 309. CVA 2, pl. 76, 3. 

Paris С 17. ARV? 62; CVA 17, pl. 760, 3. 

Paris G 162. ARV 186; CVA 2, pl. 83, 8. 

Paris G 226. ARV: 250; CVA 9, pl. 423, 4 and 9. 

Paris G 436. ARV? 1014; CVA 12, pl. 517. 

Paris G 486. ARV: 1163; CVA 8, pl. 373, 9. 

Paris G 552 bis. CVA 12, pl. 520, 8. 

Paris M 2847, scaraboid. b 

Paris, Musée Rodin TC 232. CVA 16, pl. 707, 3-4. 

Paris, Musée Rodin 993. Fig. 15; ARV! 564; CVA 16, pl. 
710, 1. 

Paris, Petit Palais 308. ARV? 1040; CVA 15, pl. 657, 4-8. 
Sce chap. 5, fig. 16. 

Paris, Petit Palais 319. ARV? 1112 and 1703; CVA 15, pl. 
658. 

Philadelphia, Univ. of Pa. 30-33-130. 

Plovdiv 298. ARV? 1187. Van Hoorn, Choes, pl. 241 and 
note 114. 

Rhodes 12887. ARV? 1116; CVA 10, pl. 506, 4. 

Rome Mus. Capit. 122. ABV 536; CVA 36, pl. 1632, 4. 

Rome, Vatican 432. ABV 154; Pura 64, 48; Semni Karou- 
zou, The Amasis Painter, pl. 41. 

Rome, Vatican, hydria. ARV? 209, 166. Erika Simon, Die 
Götter der Griechen, p. 140, pl. 133. А 

Rome Villa Giulia 3584. ARV? 1028; CVA 1, рі. 27, 2. 


Simeon 5498. 

Simeon 3614. 

„епп KG 706. ARV? 618; CVA [DDR] 1. pil. 35 
37. 

„епп KG 707. CVA [DDR] 1. pl. 23; ARV: 565, 41. 

кепп KG 708. Fig. 17; ARV? 863; CVA [DDR] 1. 
24 and 26. 
2038. ARV? 697; CVA 13, pl. 547. 7. 

cuse 17427. ARV? 1184; CVA 17, pl. 824, 4. 

icuse 23794. ARV? 1144; CVA 17, pl. 825, 1. 

cuse 36330. Fig. 11; ARV? 1062; CVA 17, pl. 839, 1 
5. 


54384. ARV? 553; CVA 35, pl. 1577. 
quinia 640. CVA 26, pl. 1180, 5. 
ssaloniki, black-figured squat lekythos. 
64.126. Fig. 24; CVA 17, pl. 836, 1. See chap. 5, 


365. ARV: 565; Robinson, Harcum, and Iliffe, 
of Greek Vases in the R.O.M., pl. 64. 
5 424. ARV? 217; CVA 43, pl. 1915. 
ingen S/10 1630b, Boeotian. CVA 36. pl. 1773, 7. 
IV, 143. Fig. 21. Karl Schefold, The Art of Classi- 
Greece, pl. 34. 
697. ARV: 1075; CVA 3, pl. 115. 1 and 2. 
947. ARV! 567; CVA 2, pl. 91, 1-2. 
1093. ARV? 357; CVA 2, pl. 76. 
1788. ARV? 787; CVA 1, pl. 16, 1-3. 
3700. ARV? 882; CVA 1, pl. 19. 
3733. CVA 3, pl. 114; ARV? 1067. 
198512. CVA 6, pll. 264 and 266; ARV: 1682. 
once Goluchow 23. CVA 1, pl. 14, 4. 
once Goluchow 64. ARV: 982; CVA 1, pl. 40. 
shington 136373. ARV? 781; AJA 52 (1948), pl. 37, 
424-25. 
ppertal, private coll. Heydt Museum, Antike Kunsi aus 
"uppenaler Privatbesitz, no. 49. 
rzburg Н 5169. ABV 195; Pura 80; CVA 39, pl. 1925, 1 


APTER Five 


Чріѕеск 56. ARV? 253-54; CVA 11, pl. 518, 3-4. 
Ipbseck 74. ARV? 371; CVA 11, pl. 522. 
Ве.45. ARV? 176; CVA 28. pl. 1251, 4. 
248. CVA 28, pl. 1?80, 1b. ` 
317. CVA 28, pl. 1250, 5. 
318. ARV? 469; CVA 28. pl. 1267, 5. 
nburg 301. ARV? 1046; CVA 18, pl. 816-47. 
Agora P 42, 85-81. АКУ? 415. 
Agora Р 7242. ARV: 566. 
Agora Р 12960. ARV? 779. 
Agora P 24115, ARV? 176; Hesperia 24 (1955), 


Acropolis 20. ARV? 385, 229; Graef and Langlotz, 
antiken Vasen von der Akropolis, set. 2. pl. 1. 

Acropolis 229. ARV: 1626; Graef and Langlotz, 
antiken Vasen von der Akropolis, sex. 2, pl. 12. 
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Athens Acropolis 372. ARV? 820; Graef and Langlotz, Die 
antiken Vasen von der Akropolis, ser. 2, pl. 23. 

Athens Kerameikos HS 89. 

Athens 735. Stele from Vonitsa. 

Athens 1263. ARV: 1324. 

Athens 1792. ARV: 686. 

Athens 2022. ARV: 729. 

Athens 12777. 

Athens 15372. 

Athens 15881, Melian relief. 

Athens 17190. 

Athens 17918. Fig. 18; ARV: 1040, 19. 

Bari 4395. Van Hoorn, Choes, pl. 408. 

Bari. column krater. 

Basel 1906.301. ARV? 174; Van Hoorn, Choes, 32-33 and 
pl. 109. 

Basel 421. Fig. 21; Para 128; ARV? 294, 21; С. M. A. 
Richter, ARFV: A Survey, fig. 36. 

Bayrakli. Old Smyrna dinos sherd. See chap. 2, fig. 1. 

Berlin Sa 481. ARV? 1262; CVA 22, pl. 1037, 3. 

Berlin 2220. ARV? 697. 

Berlin 2309. ARV: 373; CVA 21, pl. 998, 3. 

Berlin 2351. 

Berlin 2532. ARV? 1253; CVA 22, pl. 1041, 1. 

Berlin 4221. ARV! 61; CVA 21, pl. 983, 3. 

Bologna C 100. ARV? 508; CVA 5. pl. 220. 

Bologna 106. CVA 5, pll. 246, 4 and 247. 1. 

Bologna 271. ARV? 825; CVA 33, pil. 1492-93. 

Bologna 308. ARV? 1029; CVA 27, pll. 1243-44. 

Bologna 396. ARV: 801; CVA 33, pl. 1489. 

Bonn 1216, 33-38.198. CVA 1. pl. 33, 2. 

Boston 01.8078. ARV? 790; Caskey and Beazley, Artic Vase 
Paintings in the Museum of Fine Arts, Boston, pl. 
20. 45. 

Boston 10.193. ARV? 1567; Caskey and Beazley, Attic Vase 
Paintings, pl. 71, 136. 

Boston 13.194. ARV? 447; Caskey and Beazley, pl. 84, 2. 

Boston 13.197. ARV: 630; Caskey and Beazley, pl. 18. 40. 

Boston 13.199. Para 393; Caskey and Beazley. pl. 51. 99. 

Boston 27.671, East Greek chalcedony scaraboid. Board- 
man, Archaic Greek Gems, pl. 11, 172; p. 73. 

Boston 27.760, sardonyx scarab. Boardman, Archaic 
Greek Gems. pl. 19, 279; p. 99. 

Boston 63.1246. Fig. 17; Para 373; AJA 10 (1966). pl. 4. 

Boston 91.227. Para 343; AJA 70 (1966), pl. 8. 

Boston 95.27. ARV: 325; Caskey and Beazley, pl. 41. 79. 

Brunswick 219. ARV? 1037; CVA 4, pl. 169. 

Brussels A 1652: ABV 387; CVA 3, pl. 119, 5. 

Brussels A 3091. Fig. 22; ARV? 1144; CVA 3. pl. 128.2. 

Brussels A 3094. ARV: 842; CVA 3, pl. 129. 3b. 

Brussels R 255. Fig. 6; ARV: 670; CVA 2. pl. 74, 1- 

Bryn Mawr P-192. СУА 13, pl. 585, 3. 

Bucharest 03231. ARV: 1296, nos. 3, 26; CVA 1. pl. 32- 

Cambridge, Fitzwilliam GR 19.1937. CVA 11, pl. 517- 

Cambridge, Fitzwilliam G 150. ARV? 697. 

Cambridge, Fitzwilliam 4.1943. ARV: 935. 

Cambridge, Harvard 1959.125. ARV: 566: CVA 6. pl- 271- 


OBJECTS MENTIONED 


Cambridge, Harvard 1959.188. ARV? 566. See chap. 4, 
fig. 14. 

Cambridge, Harvard 1960.236. Fig. 2; ARV? 185. 

Cleveland 24197. Fig. 8; ARV? 564; CVA 15, pll. 707-08. 

Cleveland 26.549. Fig. 13; ARV? 379; CVA 15, pl. 706. 

Compiegne 1065. ABV 388; CVA 3, pl. 108, 1. 

Copenhagen ABc 1021. ARV? 1035; CVA 4, pl. 148. 

Copenhagen 596. ARV? 610; CVA 4, pl. 155. 

Copenhagen Chr. VIII 875. CVA 3, pl. 146, 1. 

Copenhagen 3632. CVA 6, pl. 236, 1. 

Copenhagen 3635. CVA 6, pl. 236, 3. 

Copenhagen 3880. ARV? 373; CVA 3, pil. 143-44. 

Bl oun 13365. Fig. 14; ARV? 185, 32; CVA 8, pl. 

‚1. 

Erlangen 454. ARV? 339. 

Ferrara T. 127 (inv. 3033). ARV: 1171; CVA 37, pl. 1656; 
Spina, pl. 108. See chap. 6, fig. 11b. 

Ferrara 2812, T 153. ARV? 290; CVA 37, pl. 1679, 3. 

Fiesole, unnumbered. CVA 57, pl. 2555. 

Florence B 324. ARV: 1258; CVA 8, pl. 397, 324. Leipzig 
T727 is a part of this vase; see below. 

Florence 3920. ARV? 341; CVA 30, pl. 1360. 

Florence 3987. CVA 13, pl. 617, 1. 

Florence 4017. ARV? 655; CVA 13, pl. 613, 1. 

Florence, Campanian kylix. CVA 8, pl. 389, 226-27. 

Florence, kylix fragments. CVA 8, pl. 379, 40. 

Frankfurt Mus. für Khw. WM 03. Fig. 1; Para 140; CVA 
25, pl. 1205, 1. 

Frankfurt 409. ARV? 202; CVA 30, pl. 1460, 3. 

Gela 67. Fig. 10; ARV? 384; CVA 54, pl. 2403, 3. 

Gela 126/B, lekythos. CVA 54, pl. 2392, 3. 

Gotha 53. ARV? 1049; CVA 29, pl. 1386. 

Gotha 2476. Para 168; ABV 384; CVA 24, pl. 1162. 

The Hague, Scheurleer 623. CVA 2, pl. 82, 4. 

Kassel 435. ARV? 1083, 1; CVA 35, pl. 1715, 3. 

Leipzig T 727. Van Hoorn, Choes, fig. 365. Florence B 
324 is a part of the same vase; see above. 

Location unknown, once Paris Market (Mikas), oinochoe. 
ARV? 544. 

Location unknown, once Robinson Coll., oinochoe. CVA 
7, pl. 306, 1. 


London E 18. АКУ? 62-63. Schefold, Die Bildnisse der an- 


n Dichter, Redner und Denker (Basel, n.d.), 51, 

ig. 1. 

London E 44. Fig. 12; ARV? 318; Charbonneaux and Vil- 
lard, Archaic Greek Art, pl. 394. 

London E 64. ARV? 455. 

London Е 68. Para 365 and 367; ARV 371; G. M. A. 
Richter, Furniture of the Greeks, fig, 332. 

London E 171. ARV? $79; CVA 7, pl. 326, 2. 

London E 266. ARV? 198; CVA 4, pl. 173. 

London E 308. ARV: 673; CVA 7, pl. 305, 2a. 

London E 314. CVA 7, pl. 307, 2a. 

Moos E 527. Van Hoorn, Choes, pl. 96 and cat. ito. 


— E 767. ARV? 31; CVA 8, pl. 379. 
ndon E 786. ARV? 1537; CVA 5, pl. 222, 1. 
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London 27.760, sardonyx scarab, Boardman, Archaic 
Greek Gems, pl. XIX, no. 279. 

London 493, cornelian scaraboid, Boardman, Archaic 
Greek Gems, 1X, no. 133. 

London 622, terra-cotta relief from Melos. 

London 1921, 7-10, 2. Fig. 11; ARV? 1060; CVA 8, pl. 
358. 

London 1946.11-8.1, comelian scarab. Boardman, Archaic 
Greek Gems, pl. ХІ, no. 163. 

London, Boeotian red-figured cup. AM 65, 1940, pl. 3. 

London, coin from Teos, 4th century. British Mus. Anson 
cat. 363. 

Madrid 11009. CVA 2, pll. 63 and 65. 

Madrid 11122. ARV’ 564; CVA 2, pl. 66, 2. 

Madrid 11268. ARV? 473; CVA 2, pl. 61, 2. 

Maplewood, N.J., Noble Coll. calyx krater. ARV? 1078, 7. 
Ancient Art from New York Private Collections, pl. 85. 

Milan 842. CVA 31, pl. 1395, 2. 

Milan Coll. "Н.А." C 354. Fig. 9; CVA 51, pl. 2275, 1. 

Munich 1416. ABV 367; CVA 3, pl. 144. See chap. 6, 
fig. 2. 

Munich 2311. ARV? 197; CVA 12, pll. 571 and 573. 

Munich 2317. ARV? 226; CVA 20, pll. 926-27. 

Munich 2339. ARV: 637; CVA 6, pll. 249 and 252. 

Munich 2346. ARV? 565; CVA 6, pl. 266, 2. 

Munich 2404. Fig. 20; CVA 20, pl. 959. 

Munich 2410. ARV? 1069; CVA 20, pl. 966, 3. 

Munich 2416. Fig. 15; Para 367; ARV? 385; G. M. A. 
Richter, Greek Portraits, 1, fig. 252. 

Munich 2424. ARV? 129; CVA 20, pl. 943, 1. 

Munich 6452. ARV? 787; CVA 20, pl. 946, 2, 10. 

New York 06.1021.178. ARV? 1077; Richter and Hall, 
RFAV, pl. 112. 

New York 06.1021.188. ARV? 413; Richter and Hall, 
REAV, pl. 45. 

New York 07.286.85. Fig. 19; ARV? 632; Richter and Hall, 
RFAV, pl. 109. 

New York 09.221.41. ARV? 646; Richter and Hall, RFAV, 
pil. 32 and 169. 

New York 16.52. ARV? 1321; Richter and Hall, RFAV, 

l. 160. 

* York 22.139.32. ARV? 210; Richter and Hall, RFAV, 
pil. 17, 177. 

New York 37.11.19. Fig. 7; Van Hoorn, Choes, pl. 117. 

New York 41.162.6. ARV? 456; CVA 8, pl. 397. 2. 

New York 41.162.7, CVA 8, pl. 406, 3. 

New York 41.162.13. ABV 538; CVA 1, pl. 27, 8. 

New York 56.171.532. ARV? 1051; Bulletin of the Metropoli- 
tan Museum of Art 15 (1957), 178, 1. 

New York 41.162.2. Fig. 5; CVA 1, pl. 23. 

Oxford G.265. ARV! 63; CVA 3, pl. 97. 

Oxford 1885.656. ABV 484; CVA 14, pl. 638, 3. 

Oxford 1892.1490, cornelian scarab. See chap. 2. 

Oxford 1965.106. ARV? 646. 

Oxford 1966.104. ARV? 1060; Para 445; Beazley, Ashmole. 
Catalog, pl. 38, 262. 


n 


Paestum., tomb painting. Gisela M. A. Richter. Perspective 
in Greek and Roman Ап, pl. 109. 

Palermo V 666. ARV? 211; CVA 14, pl. 676. 

Pans АМ 100555. ARV? 508; CVA 12, рі. 517, 8. 

Paris C 14460. 

Paris F 207. CVA 4, pl. 159, 4. 

Paris F 216. ABV 389; CVA 5, pl. 205, 1, and p. 22, notes 
for рі. 39. 

Paris F 314. Para 170; ABV 388; CVA 2, pl. 78. 

Paris С 4bis. АКУ: 125; CVA 28, pl. 1279, 1. 

Paris С 30. ARV? 15; CVA 8, pl. 366, 4. 

Paris G 50. ARV: 188; CVA 9, pl. 431. 

Paris G 57. ARV: 188; CVA 12, pl. 514, 5. 

Paris G 82. ARV? 98; CVA 28, pl. 1283, 1. 

Paris G 94. ARV: 134, 

Paris G 139-140. ARV: 120; CVA 28, pl. 1272, 2. 

Paris G 174. ARV? 205-06; CVA 2, pl. 82, 2. 

Paris С 211. ARV: 653; CVA 9, pl. 418, 3-4. 

Paris G 220. ARV: 280; CVA 9, pl. 421, 3. 

Paris С 369. ARV: 577; CVA 4. рі. 170. 

Paris С 422. ARV: 1019; CVA 5, pl. 222, 6. 

Paris С 543. ARV" 1059; CVA 12, pl. 523, 2. 

Paris S 1335. ARV? 83; CVA 17, pl. 767, 3. 

Paris. Petit Palais 308. Fig. 16; ARV: 1040; CVA 15, pl. 
657, 5-6. 

Paris, Petit Palais 326. CVA 15, pl. 661, 5. 

Rhodes 13.129. ARV: 564; CVA Italy 9, pl. 455. 

Rhodes 13.210. ABV 344; CVA Italy 9, pl. 446, 5. 

Rome, Mus. Cap. 56. Para 167; CVA 36, pl. 1631, 2. 

Rome. Mus. Cap. 176. CVA 39, pl. 1754. 

San Simeon 5630. 

Schwerin KG 707. ARV? 565, 41; CVA [DDR] 1; pl. 23, 2. 

Syracuse 23794. ARV! 1144; CVA 17, pl. 825, 1. 

Syracuse 26967. ARV" 36; Schefold, Die Bildnisse der anti- 
ken Dichter 51, fig. 3. 

sme 36330. АКУ? 1062; CVA 17, рі. 839. See chap. 4, 

ig. 29. 

Toledo 64.126. Fig. 4; CVA 17, pl. 836, 1. 

Torino 5776. ARV 214, 50; CVA 40. pl. 1786. 

Toronto 356 (919.5.21). Fig. 3: ARV? 464. 

Urbana, lll. Krannert 70-8-7, kylix. 

Vienna 823. ARV? 781; CVA 2, pl. 98, 3. 

Vienna 1104. ARV: 1078, CVA 3, рі. 107. 

Vienna 1777 CVA 1, pl. 3, 1. 

Vienna 3693. CVA 1, pl. 3, 3. 

Warsaw 142333. Para 246; ARV? 300; CVA 1, pl. 16, 3. 

Warsaw 142465. ARV: 1019; CVA 1, pl. 26. 

Warsaw, Czartoryski 77. ARV: 1253; CVA 1, pl. 38b. 

Wuppertal. private coll. Heydt Museum, Antike Kunst aus 
Wupperialer Privathesuz, no. 49. 

Würzburg 521. ARV: 1046. Wegner, Musikleben, pl. 20. 

Würzburg 4937. ARV: 871, 95; CVA 46, pl. 2219. 
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an Agora P 1544. ABV 518. Hesperia 15 (1949),-290, 
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Athens Agora, Рпух Р 139. Hesperia suppl. 10, 49-50, pl. 
19. no. 213. 

Athens 911. See chap. 2, fig. 2. 

Athens 1183. ARV? 1123. 

Athens 1241. Fig. 6; CVA 2, pl. 77. 

Athens 1469. Fig. 12; ARV? 1084. 

Athens 14628. 

Athens 14791. ARV? 1126. 

Athens 14909. Revue Archeologique, ser. 6, vol. 35 (1950), 
40-75, figs. 8 and 12. 

Athens 15190. Fig. 9; ARV? 860; formerly Acropolis 439. 

Athens 15308. ARV? 1249. 

Athens, unnumbered pyxis. Para 479, 91bis. 

Basel, P. Von der Mühll, lekythos from the Meidias work- 
shop. Schefold, Meisterwerke griechischer Kunst, 
pp. 232-33, no. 287. 

Berlin Staatl. Mus. 2391. Fig. 15; Herbig, AM 54 (1929), 
171, fig. 3, no. 1-10. 

Berlin 3291. Herbig, AM 54 (1929), Beilage 56, pp. 168- 
69. 

Bologna 151. Para 113; ARV? 4; CVA 33, pl. 1470, 5. 

Bologna 362. ARV? 1000. 

Boston 27.669, cornelian scarab. Boardman, Archaic 
Greek Gems, pl. 13, 211; p. 82. 

Boston 98.887. Fig. 3; Para 416; АКУ? 774. Caskey and 
Beazley, Attic Vase Paintings, pl. 15, fig. 37. 

Bowdoin 15.46. ARV? 857-58. 

Cambridge, Harvard 1925.30.42. Fig. 8а; ARV? 1048; CVA 
1, pl. 16. 

Cambridge, Harvard 1959.188. ARV? 566, 8. 

Copenhagen 7776. ABV 1199; CVA 4, pl. 166, 4. 

Dresden 332. ARV: 1206. Adrienne Lezzi-Hafter, Der 
Schuwalow-Maler, pl. 82 c and d. 

Ferrara T. 127 (inv. 3033). Fig. 11b; ARV? 1171; CVA 37, 
pl. 1656; Aurigemma, Scavi di Spina, pll. 2-15; Spina, 
pl. 108. 

Florence 4006. ARV? 1062; CVA 13, pl. 640, 3. 

Firence 4014. ARV? 1060; CVA 13, pl. 643. See chap. 4, 

ig. 16. 

Florence, unnumbered frag. CVA 8, pl. 388, 239. 

Heidelberg E 34, Etruscan pyxis. CVA 23, pl. 1096, 2. 

Heidelberg 26.90. CVA 23, pl. 1109, 3. 

Heidelberg. terra-cotta relief. Münchener Jahrbuch 3 
(1926), 267. pl. 8. 

Jena 390. See chap. 7. 

Lecce 572. Para 389; ARV: 564; CVA 4, pl. 154. 

Leningrad B 3128. Oichet, 1903, р. 165, fig. 322. 

Leningrad 711. ARV: 1123; Österreichisches Archáolo- 
Bisches Institut (Vienna) Jahreshefte 8 (1905), 39, fig. 7. 

Leningrad 732. Para 516; ARV: 857. Anna А. Peredol- 
skaya, Krasnofigurnye atticheskie vazy, pl. 129. 

Leningrad 798. Para 513; ARV: 574, 4. Peredolskaya, 
Krasnofigurnye atticheskie vazy, pl. 73. 

Leningrad, lekanis lid. Talcott and Philippaki, Hesperia 
Suppl. 10, p. 50. 

Leningrad. seal stone. Boardman, Greek Gems, no. 600. 
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Location unknown, Attic grave relief. Buschor, Die Musen 
des Jenseits, pl. 48. 

Location unknown, column krater by Pig Painter. Para 
389, 8bis. 

Location unknown, lekythos by Klügmann Painter. Para 
462, 30 bis; Münzen und Medaillen A.G., Auction Cat. 
34, pl. 59, 173. 

Location unknown (Oxford, Miss.?), lekythos by Makron. 
CVA U.S. 6, pl. 259. 

London E 38. ARV? 72. 

London E 185. Fig. 4; ARV? 1019; CVA 7, pl. 330. 

London E 271. See chap. 4, fig. 5; Para 398; ARV: 1039- 
40; CVA 4, pl. 176. 

London 529, seal stone. Boardman, Greek Gems, pl. 472. 

London 563, cornelian bead seal stone. Boardman, Greek 
Gems, no. 517. 

Los Angeles 50.8.2. ABV 343; CVA 18, pl. 855; Para 156. 

Munich ex Schoen 80. Fig. 7; Para 438, 155; ARV: 997. 
Arias and Hirmer, pll. 38-39. 

Munich 1416. Fig. 2; ABV 367; CVA 3, pl. 144. 

Munich 2362. ARV: 1162; CVA 6, pl. 272, 3. 

Munich 2363. ARV: 853; CVA 6, pll. 272 and 274. 

Munich 2446. ARV? 10; CVA 6, pl. 280. 

Munich 2471. ARV? 1324; CVA 6, pl. 284, 4. 

Munich 3268. See chap. 7. Trendall, Early South Italian 
Vase-Painting, no. 47, p. 48, pl. 20. 

Naples Stg 274. ARV? 1207; Adrienne Lezzi-Hafter, Der 
Schuwalow-Maler, pl. 130a and b. 

Naples 3143. ARV? 1020; Osterreichisches Archdologisches 
Institut (Vienna), Jahreshefte 8 (1905), 39, fig. 7. 

Naples 81398 (H3232). Fig. 8b; Para 442; ARV? 1032. En- 
ciclopedia Classica section 3, v. 11, pt. 5 (1963), pl. 119. 

Naples 81392. Fig. 14. Wegner, Griechenland, 113, fig. 72. 

New York 07.286.35. ARV? 1126; Richter and Hall, RFAV, 
pll. 146 and 174. 

New York 16.52. ARV? 1321; Richter and Hall, RFAV, 
pl. 160. 

New York 16.73. ARV? 1126; Richter and Hall, RFAY, pll. 
147 and 174. 

New York 25.78.66. Fig. 13; ARV? 1172; Richter and Hall, 
RFAV, pl. 155. 

New York 37.11.23. Figs. 10 and 16; Para 477; ARV? 1313; 
АЛА 43 (1939), 4. 

Oxford 1919.46. ABV 344, 3. 

Oxford 1920.104 (266). Fig. 5; АКУ? 1000, 195; P. Gard- 
ner, Catalogue of the Greek Vases in the Ashmolean Mu- 
seum, 21, pl. 20, 1. 

Oxford 212. Para 146; ABV 331; CVA 9, pl. 409. 

Oxford 225 (1879.159). Fig. 1; Para 189; ABV 429 and 
437. 


Oxford 530. ARV: 1061; CVA 3, pl. 124, 1. 

Paris Cab. Méd. 1513 ter (= M2847), milky chalcedony 
Scaraboid. Richter, Engraved Gems, 1 no. 362. 

Paris CA 482. Para 416; ARV: 774; Wegner, Griechenland, 
48-49, fig. 24. 

Paris CA 483, Para 416; ARV: 774; E.A.A. 5, 288, 
fig. 399, 
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Philadelphia, Univ. Mus. 2462. Para 147. 

Rhodes 12.200. Sce chap. 2, fig. 6. 

Rome Mus. Cap. 259. Para 182; CVA 36, pl. 1627. 

Rome, Vatican 16549. ARV: 1020; Trendall and Webster, · 
Illustrations, pl. 111.2, 9. 

Rome, Vatican, amphora by the Kleophrades Painter, 
АКУ? 182; Ernst Pfuhl, Malerie und Zeichnung der 
Griechen, fig. 376. 

Rome, Vatican, Sala VII case N no. 18. ARV? 1058. 

Rome, Villa Giulia 5250. ARV: 1212; Adrienne Lezzi-Haf- 
ter, Der Schuwalow-Maler, pl. 146. 

Ruvo 1538. Fig. 11a; ARV? 1314; E.A.A. 7, 589, fig. 703. 

Schwerin KG 708. See chap. 4, fig. 17; CVA [DDR] 1, pl. 
26; ARV: 863. . 

Stockholm 2. ARV? 1470; Inghirami, Monumenti etruschi 
5, pl. 45. 

Stockholm 12. Trendall, LCS, pl. 36, 4; cat. 394, 

Stockholm, lekythos with Diphilos inscription. 

Syracuse 35812. ARV? 1199. 

Tarquinia 684. ARV: 1122; CVA 25, pl. 1161, 2. 

Urbana, Iil., Krannert 70-8-5. 

Vienna 770. ARV: 576; CVA 2, pl. 92. 

Würzburg 521. ARV? 1046; Wegner, Musikleben, pl. 20. 

Würzburg Н 4455 (L.541). Fig. 17; ARV? 1133; CVA 46, 
pl. 2236, 8. 
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Adolphseck 178. CVA 16, pl. 767. 

Alexandria, Greco-Roman Mus. 9033, Tanagra figure. 
Higgins, Greek Terracottas, pl. 62 F. 

Altamura 2. Trendall and Cambitoglou, RFVA 389, 

. 135. 

— 2579. Trendall. Early South Italian Vase Paint- 
ing, p. 53, pl. 32. 

Ann Arbor 28809. CVA 3, pl. 116, 2a-b; Trendall LCS, 
P. 516 and pl. 201. 

Argos 339, stele. 

Athens Agora P. 7888, West slope ware. 

Athens Acropolis 1177, West slope ware. Graef-Langlotz, 
ser. 2, pl. 87. 

Athens Acropolis 56 NAK 232. 

Athens Kerameikos HS 264, terra-cotta. 

Athens 215, relief from Mantinea. Fig. 1. 

Athens 216, marble relief from Mantinea. Fig. 18. 

Athens 217, relief from Mantinea. Fig. 9: Blümel, Der 
Hermes eines Praxiteles, pl. 30b, p. 48. 

Athens 774, siren from grave monument. Fig. 11. 

Athens 775, siren from grave monument. 

Athens 1187. 

Athens 1380, marble votive relief from Thessaly. Svoronos, 
Das Athener Nationalmuseum, no. 77, pl. 49. 

Athens 1385, Bocotian krater, AM 65 (1940), р. 13, pl. 9. | 

Athens 1485. Svoronos, pl. 112, p. 619. 

Athens 1731, altar with relief. | 

Athens 1966, relief from the Acropolis. 

Athens 3917, marble relief. 


n6. 


Athens 12254. ARV? 1426-27. 
Athens 12266. AM 65 (1940), pl. 15, fig. 2; р. 16. 
Athens 12740. 
Athens 12894. Merger, BCH 66-67 (1942-43), 234, 
. 13. 
alos 14791. ARV? 1126. 
Athens 14901. Boháč, Keréské уйгу, рі. 17. 
Athens 15104, votive bronze. Fig. 6. Svoronos, Das Athe- 
ner Nationalmuseum, p. 38; pl. 9, no. S. 
Athens, Hellenistic stele. Svoronos no. 482, pl. 255 and 
. 681. 
бсо: pelike fragment. CVA 3, pl. 131, 1a. 
Bari 873. Smith, Funerary Symbolism, pl. 23. 
Bari 3720. Trendall and Cambitoglou, RFVA, pl. 364, 1, 
and p. 927. 
Bari 6270. Fig. 2b; Trendall and Cambitoglou, RFVA, рі. 
154, 3-5. 
Bari, Lagioia Coll. Trendall and Cambitoglou, RFVA, pl. 
386, 3, and p. 985, 272. 
Bari, Perrone Coll. 14. Trendall and Cambitoglou, RFVA, 
pl. 190, 3, and p. 523. 
Basel, private coll., skyphoid pyxis. Beck, Album of Greek 
Education, pl. 72. 
Basel S 29. Fig. 4; Schmidt, Trendall, and Cambitoglou, 
.B. 
"e S 34. Schmidt, Trendall, and Cambitoglou, pl. 26. 
Basel S 40. Schmidt, Trendall, and Cambitoglou, pl. 11. 
Berkeley 8.935. Beazley, Etruscan Vase Painting, p. 107, 
рі. 25, 1. 
Berkeley 8.997. Beazley, Etruscan Vase Painting, 84-85, 
рі. 15, 11. 
Berlin Staatl. Mus. 2391. See chap. 6, fig. 15. 
Berlin 2402. Boháč, Kerčské vázy, pl. 2; ARV: 1152. 
Berlin 3291. Herbig, "Griechische Harfen,” AM 54 
(1929), Beilage 56, pp. 168-69. 
Berlin 4532. Trendall, Paestan Pottery, pl. 24b. 
Bonn 98, Cambitoglou and Trendall, ARFVP p. 50, no. 2, 
pl. 29. 
Bonn 100. Trendall and Cambitoglou. RFVA, pl. 150, 1; 
p. 417. no. M. 
Boston 00.360. Fig. 13; Caskey and Beazley, 11, 44. 
Boston 01.8101. Trojan War in Greek Art, 1965 Mus. Е A. 
Calendar, бр. 49a. 
: Boston (01.8255. Van Hoorn, Choes, fig. 112 and p. 113, 
по. 380. 
Boston 10.206. ARV? 1324; Van Hoorn, Choes, fig. 154 
and p. 113. no. 386. 
Boston 10.234, Trendall and Cambitoglon, RFVA, pl. 183, 
4. and p. 513. 
Boston 13.207. Comstock and Vermuele, Greek, Etruscan 
and Roman Bronzes, p. 268, pl. 387. 
Boston 25.108. АКУ" 1340, 2. 
Boston 61.112. 1962 Boston F. A. Calendar, fig. for July. 
Boston 97.300. Hellenistic terra-cotta from Euboea. 
Brussels R 227. CVA 2, pl. 88, 7a. 
Brusugho. private colL, 9. Trendall and Cambitogiou, 
RFVA, pl. 183. 2, and p. 510. 
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Cambridge, Fitzwilliam GR 147.1899, 160.1899, 161.1899. 
ARV? 1333; CVA 11, pl. 506. 

Cambridge, Mus. Class. Arch. UP 143. 

Cleveland 28.601. Trendall and Cambitoglou, RFVA, pl. 
306, 1, and p. 819. 

Cleveland 30.522, marble relief, Augustan period. 

Copenhagen Chr. VIII 316. Fig. 16; CVA 6, pl. 264, 1a 
and c. 

Copenhagen 3757. Trendall, LCS 2, pl. 149, 4, and 1, 
p. 184. 

Eleusis, marble relief of two figures, one a bearded man 
with lyre. 

Ferrara T. 406. ARV: 1452. 

Florence 81947. Fig. 10; ARV? 1312; CVA 13, pll. 648-49. 

Geneva, Chamay Coll. pelike. Trendall and Cambitoglou, 
RFVA, pl. 156, 1, and p. 426. 

The Hague 2572. CVA 2, pl. 90, 1. 

Heidelberg E 96. CVA 23, pl. 1103, 4. 

Heidelberg 26.86. CVA 23, pl. 1111, 1. 

Heidelberg 26.90. CVA 23, pl. 1109, 3. 

Jena 390. АКУ? 1511; Herbig, fig. 9, p. 182. Hahlund, 
Vasen ит Meidias, pl. 2c. 

Karlsruhe B 4. CVA 8, pl. 361. 

Kassel T. 723. CVA 38, pl. 1874, 1. 

Kavala 228, marble grave relief. 

Leipzig Univ. T-716. Herbig, IV-2b, no. 2, p. 183. 

Leningrad B 3128. Oichet, 1903, p. 165, fig. 322. 

Leningrad St. 355. Macchioro, “1 ceramisti,” р. 293, 
fig. 20b. 

Leningrad St. 426. Pensa, Rappresentazioni, pl. 9. 

Leningrad St. 498. Pensa, Rappresentazioni, pl. 12. 

Leningrad St. 1795. Boháč, Kerčské vázy, pl. 26. 

Leningrad 875 EE. Winter, Typen II, 96, 4. 

Leningrad 878 S, terra-cotta. Winter, Typen II, 95, 4. 

Leningrad 988. See Leningrad St. 355. 

Leningrad 2079. Trendall, LCS, pl. 237, 2, and p. 604. 

Leningrad, gold ring. Boardman, Greek Gems, no. 721. 

Leningrad, burnt scaraboid. Boardman, Greek Gems, 
no. 600. 


Leningrad, burnt scarabold. Boardman, Greek Gems, 
no. 601. 

Lentini, Sicilian krater. Trendall, LCS, pl. 228, 3, and 
p. 589. 

Lindos, Rhodes 2355, 2918, 2919, terra-cotta figures of 
musicians. Blinkenberg, Lindos I, 2, рі. 110 and 135. 
Lipari 749A. Smith, Funerary Symbolism, pl. 22a-c; Tren- 

dall, LCS, p. 635. 

Location unknown, once Basel Market. Trendall and 
Cambitoglou, RFVA, pl. 185, 1, and p. 513. 

Location unknown, once Berlin, Adolf Hitler, column kra- 
ter. Trendall and Cambitoglou, ARFVP of the Plain 
Style, p. 35, pl. 12. 

Location unknown, Fenicia fragment. Pensa, Rapresenta- 
zioni 47, fig. 8. 

Location unknown, Lucanian oinochoe. Mayo, The Art of 
South Italy: Vases from Magna Graecia, р. 69. 
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Location unknown, once New New York, Kevorkian 71. 
Trendall, LCS, pl. 146, 1, and p. 380, cat. 3/125. 

Location unknown, once Northampton 74, krater. ARV? 
1186, 21; CVA 15, pl. 706, 1. 

Location unknown, once Roman Market, alabastron. 
Trendall and Cambitoglou, RFVA, pl. 232, 7, and 
p. 606. 

Location unknown. Herbig, IV-2b, no. 4, p. 184. 

Location unknown, pelike. Herbig, IV:2b, no. 5, p. 184. 

London C 352, Cypriote half-length statue. 

London E 129. ARV? 1414; Metzger, Representations 1, 
115, no. 11; II, pl. 11, 2. 

London E 228. Boháč, Kerčské vázy, pl. 8; Metzger, Rep- 
resentations 11, pl. 11, 4. CVA 8, pl. 368, 3. 

London E 502. ARV' 1156, 10. 

London E 695, Lucanian squat lekythos. 

London F 270. Pensa. Rappresentazioni, pl. 16; fig. 9, 
p. 49. 

London F 271. Trendall and Cambitoglou, RFVA, pl. 147, 
1, and pp. 415-16. 

London F 309. Higgins and Winnington-Ingram, JHS 85 
(1965), 69 (no photo). 

London F 399. Higgins and Winnington-Ingram, JHS 85 
(1965), 69 (no photo). 

London С 21, Campanian squat lekythos. Trendall, South 
Italian Vase Painting, pl. 16c. 

London G 151, Etruscan askos. E. A. Zervoudaki, AM 93 
(1968), 1-88, pl. 28. 

London R 1068, ring. Boardman, Greek Gems, no. 781. 

London 26, wall painting from Herculaneum. 

London 564, cornelian pendant. Boardman, Greek Gems, 
no. 615. 

London 1153. Boardman, Greek Gems, no. 605. 

London 1380, Roman copy of Hellenistic statue of Apollo. 

London 1917.7-25.2. ARV? 1410; Metzger, Representations 
I, 171, no. 26; and II, pl. 24. 

London 1919.6-20.7, Tanagra figure. Fig. 19. 

London 1968.11-29.1, terra-cotta from Egypt. 

London 2191, Hellenistic marble relief. E.A.A. I, 542 (up- 
per zone). 

London, coin from Mytilene. Anson cat. 333. 

London, coin from Teos. Anson cat. 363. 

London, cornelian ring stone. Walters cat. 1153. Board- 
man, Greek Gems, no. 605. 

Los Angeles 50.8.25. CVA 18, pl. 883, 2. 

Madrid 11034. Trendall, LCS, pl. 49, 3; cat. no. 511. 

Madrid 11078. Trendall and Cambitoglou, RFVA 93, pl. 
32, 1-2. 

Madrid 11223. Fig. 12; Trendall and Webster, Illustrations, 
pl. IV, 7b; Trendall and Cambitoglou, RFVA, p. 196. 

Malibu 77 AE 13. Trendall and Cambitoglou, RFVA, pl. 
323, 3, and p. 863. 

Mannheim, Reiss Cg 143. CVA 13, pl. 630, 1-2. 

Mannheim, Reiss Cg 315. CVA 13, pl. 627, 5-6. . 

Maplewood, N.J. Noble Coll., situla. Trendall and Cambi- 
toglou, RFVA, pl. 143, 6, and p. 405. 

Melbourne 90/5. Trendall, Phlyax Vases, рі. 13a, по. 195. 
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Milan ST 6873. Trendall and Cambitoglou, RFVA, pl. 148, 
1, and p. 416, no. 6. 

Milan 270. Smith, Funerary Symbolism, pl. 12. 

Munich 3268. Arias and Hirmer, History of Greek Vase 
Painting, pll. 236-37. See chap. 6. 

Munich 3297. Fig. 3; Trendall and Cambitoglou, RFVA, 
pl. 194, 1, and p. 533. 

Munich 8702, 1-7, set of gilded terra-cotta reliefs from. 
Tarentum. AA, 1954, 286-88, fig. 19. 

Naples 808 (82659). Trendall, LCS, pl. 202, 1, and p. 516. 

Naples 1984. Kossatz-Diessmann, Dramen des Aischylos 
auf westgriechischen Vasen, pl. 19. 

Naples 2202. Metzger, Representations 1, 363, and 11, 
pl. 48. 

Naples 2867. Macchioro, “I ceramisti,” p. 279, fig. 8a; 
Herbig, IV-2a, no. 6, p. 182. 

Naples 2991, polychrome relief ware. Zervoudaki, AM 93 
(1968), 19, pll. 12-13. 

Naples 3218. Herbig, IV-2a, no. 3, p. 183; fig. 10. 

Naples 3222. Trendall and Cambitoglou, RFVA, pl. 160, 
and pp. 430-31. 

Naples 3224. Macchioro, "I ceramisti,” p. 288, fig. 14а. 

Naples 3240. ARV? 1336; Metzger, Representations 1, 115, 
no. 9; II, pl. 11, 1. 

Naples 3246. Kossatz-Diessmann, pl. 9b. 

Naples 3255. Smith, Funerary Symbolism, fig. 9. 

Naples 3370. Trendall, Phlyax Vases, pl. 4b, no. 49. 

Naples Stg 11. Trendall and Cambitoglou, RFVA, p. 424, 
no. 54 (no plate); Pensa, Rappresentazioni, pl. 7. 

Naples Stg 574. Trendall and Cambitoglou, RFVA, pl. 139, 
4a and b, and p. 398. 

Naples Stg 699. Herbig IV-1, no. 4, p. 181, fig. 7. 

Naples Stg 709. Trendall and Cambitoglou, RFVA, pl. 196, 
1, and p. 533. 

Naples 80084, Gnathian ware. Wegner, Grieclienland, 
fig. 70, p. 111; CVA 24, pl. 1113, 1 and 3. 

Naples 80987, Gnathian ware. CVA 24, pl. 1115, 1. 

Naples 81392. See chap. 6, fig. 14. 

Naples 81953. Fig. 15; Wegner, Griechenland, fig. 68. 

. 109. 

Naples 82110 (1762). Macchioro, “1 ceramisti," р. 292, 
fig. 19. 

Naples 85873. Trendall, LCS, pl. 178, 1; cat. 4/70. 

Naples 112855, Gnathian. CVA 24, pl. 1117, 5. . 

Naples 113347, terra-cotta from Tarentum. Fig. 20; Wini- 
ter, Typen 11, 138, 6, from Levi, Le terrecotte figurate de 
Museo Nazionale di Napoli, 202, fig. 46. 

Naples 113349. Winter, Typen 11, 138, 7. - 

Naples, Lucanian oinochoe. Macchioro, “I ceramisti,” 282, 
fig. 9a-b. : 

Naples, private coll., 23. Trendall and Cambitoglou, 
RFVA, pl. 205, 5, and p. 543. 

Naples. private coll., 352. Trendall and Cambitoglou, 
RFVA, pl. 184, 1, and p. 511. | 

Naples, Santangelo Coll. terra-cotta. Winter, Typen Ц. 
138, no. 10. 

Nauplia, plaque from Tiryns. 


Naoplia, unnumbered Hellenistic oinochoe. 

New York L63.21.6. Fig. 14; Trendall and Cambitoglou, 
RFVA, pl. 67, and p. 212, no. 152. 

New York 07.286.35. ARV: 1126; Richter, RFAV, pil. 146 
and 174. 

New York 08258.37 and 19.192.20. Arretine ware. CVA 9, 
рі. 421, 427, and 451. 


New York 11.210.3. Trendall and Cambitogiou, RFVA, pl. . 


174, 2, and p. 489. 

New York 17.46.2. Trendall and Cambitoglou, RFVA, pl. 
187, 2, and p. 518. 

New York 19.192.16 and 19,192.18, Arretine relief ware. 
CVA 9, pil. 421, 2a, and 425, 1b. 

New York 19,192.31, relief ware. CVA 9, pl. 452, 4. 

New York 20.196. Trendall, Early South Italian Vase Paint- 
ing, pl. 30 and p. 20. 

New York 27.122.8. ARV? 1171, Richter and Hall, RFAV, 
pl. 154. 

New York 31.11.10, ABV 154, 688. 

New York 37.11.23. Pura 477; ARV? 1313; AJA 43 (1939), 
4. See chap. 6, figs. 10 and 16. 

New York 49.11.2. Met. Mus. Bulletin n.s. 8, no. 3, p. 95. 

Nicosia XVI, 77. terra-cotta. 

Nicosia, XVI, 90a and 90b, terra-cotta figures. 

Nicosia, Roman copy of Hellenistic statue of Apollo from 
Salamis. 

Oxford 60, garnet ring stone. С. M. A. Richter, Engraved 
Gems of the Greeks, Etruscans, and Romans, no. 250. 

Oxford 1917.54. Beazley ЕУР pl. 13a, 1. 

Oxford 1921.1236, jasper scaraboid. Fig. 5; Boardman, 
Greek Gems, no. 614. 

Oxford 1945.2. Van Hoorn, Choes, pl. 370, cat. 797, 
p. 165. 

Palermo, Iekanis lid. Trendall, LCS, pl. 250, 5, and 
p. 636. 

Paris Bibl Nat. 1047. Drawing in Lenormant and de Witte, 
Elite des monuments ceramographiques 11, pl. 88. 

Paris Cab. Med. 483. Trendall, LCS, pl. 152, 5; cat. no. 3/ 
249. 

Pans Cab. Méd. 1048. 

Paris Cab. Méd. 1048. Trendall and Cambitoglou, RFVA, 
pl. 307, 3, and p. 821. Herbig. IV-2b, no. 6, p. 184. 

Paris CA $74. 

Paris G 516. ARV? 1189; CVA 8, pl. 380, 5; Immerwahr, 
Studies Ullman 1, fig. 11. 

Paris * and Н 292, relief ware, CVA 15, pl. 993, 1 
and 3. 

Paris К 121. Gli Indigini nella pittura italioia, pl. 32. 

Paris К 526. Trendall. LCS. И pl. 72, 4, cat no. 923, 

Pans К 570. Trendall, Puestan Ропегу, pl. 11c; fig. 23 and 
p. 42, no. 3. 

Paris. peike. Herbig. IV-], no. 2, p. 180. 

Paris, terra-cotta from Kyrenaika (Benghazi, Libya). Win- 
ter. Typen 1. 225. 9; Herbig. 1, no. 5, p. 170. 

Paris. ierta-cotta. Froebner, Terres cuites d'Asie de la col. 
lection Greau. pl. 110, 2, p. 85. 
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Parma C 101. CVA 46, pl. 2047, 2. 

Richmond, Va. 80.162. Mayo, The Art of South Italy: 
Vases from Magna Graecia, pp. 128-30. 

Richmond, Va. 81.55. Mayo, The Art of South Italy: Vases 
from Magna Graecia, pp. 133-36. 

Rome, Vatican T 11. Trendall, Vasi italioti ed etruschi a 
figure rosse, pl. 30, i. 

Ruvo J 494. Kossatz-Diessmann, Dramen, pl. 7a. 

Ruvo 1500. Fig. 2a; Trendall and Cambitoglou, RFVA, pl. 
142, 5, and pp. 403-04. 

Ruvo 1554. Fig. 17; Smith, Funerary Symbolism, fig. 13; 
Herbig, 1V-2b, по. 1, p. 183. 

Salerno, Paestan krater by Asteas. Fig. 2c; Trendall and 
Webster, Illustrations, pl. IV, 31. 

Samothrace, terra-cotta figures. Higgins, Greek Terracot- 
tas, pl. 48, E. 

San Simeon 5609. Fig. 7; Trendall and Cambitoglou, 
RFVA, p. 341. 

San Simeon 9941. ARV: 1477; Tillyard, The Hope Vases, 
pl. 27, no. 169. 

Sparta 468, votive relief. 

Stockholm 2. ARV? 1470; Inghirami, Monumenti etruschi 
5, pl. 45. 

Stockholm 12. Trendall, LCS, pl. 36, 4; cat. no. 394. 

Sydney 51.37. Cambitoglou and Trendall, ARFVP of the 
Plain Style, pl. 3 and p. 11. 

Syracuse 17427. ARV: 1184, 4; CVA 17, pll. 824-25. 

Taranto 8129. Enciclopedia Classica, sec. 3, v. 11, pt. 5 
(1963), pl. 164. 

Taranto 8925. Trendall and Cambitoglou, RFVA, pl. 182, 
1, and p. 506. 

Taranto 8935. Schmidt, Trendall and Cambitoglou, 
pl. 33a. 

Taranto, amphora. Trendall and Cambitoglou, RFVA, pl. 
284, 1, and p. 763, 293. 

Thessaloniki VII, 190, terra-cotta. 

Thessaloniki XIV, 222, terra-cotta. 

Thessaloniki 2465, stele from Potidaea. 

Torino 4129. CVA 32, pl. 1440, 1. 

Torino 4149. Fig. 8; CVA 23, pl. 1443, 3. 

bó 410. Robinson, Harcum, and Iliffe, Catalogue ЇЇ, 

Toronto 456 (926.19.7), lekanis lid. Robinson, Harcum, 
and Iliffe, IT, pl. 83. 

Toronto 958.61.325, limestone statue from Cyprus. 

Trieste S 401. Trendall and Cambitoglou, RFVA p. 320, 
то. 26; Gli Indigini nella pittura italiota, pl. 34. 

Trieste 1695. Trendall, LCS, pl. 11, no. 6, cat. 134. ` 

Vienna 202. ARV: 1523; CVA 1, pl. 30, 1. 

Vienna 217. Trendall, LCS, pl. 146, 4, and р. 383.6 

Warsaw (Goluchow) 125. CVA 1, pl. 49, 4b. 

Warsaw 138485, Gnathian ware. CVA 9, pl. 392, 4. 

Würzburg Н 4455 (L.541). ARV: 1133; CVA 46, pl. 2236, 
8. See chap. 6, fig. 17. 

Würzburg H 5708. CVA 46, pl. 2244. 

York, City Ап Gallery 19. Trendall and Cambitoglov, 
AREVP of the Plain Style, p. 44, pl. 22. 


Notes 


Introduction 


. 1. The term harp is used to designate any instrument with 
strings of graduated length that are attached at one end to a sound- 
box and at the other end to a neck that extends from one end of 
that soundbox. A lyre is an instrument with strings of (roughly) 
equal length, attached above to a crossbar that is supported by two 
arms, and below to the lower end of a soundbox; a "lute" also has 
strings of equal length, but the strings pass from the soundbox over 
a neck and are attached at the far end of the neck. For more specific 
definitions of these instrument types, sce Sibyl Marcuse, Musical 
Instruments, articles “harp,” “lyre,” and “lute.” 

2. Helmut Huchzermeyer, Aulos und Kithara in der grie- 
chischen Musik bis zum Ausgang der Klassichen Zeit. 

3. David Н. Fischer, Historians’ Fallacies, 109-10. 

4. A recent anthology containing English translations of se- 
lections pertaining to music from Homer, Hesiod, the Homeric 
Hymns, Greek lyric, tragedy, comedy, and other sources, is Andrew 
Barker, Greek Musical Writings, Volume 1: The Musician and His 
Art. A recent compilation of vase paintings showing musical instru- 
ments of all types is Daniel Paquette, L'instrument de musique dans 
la céramique de la Grèce antique. 

5. The standard reference works for Greek vases, which make 
up the bulk of the art objects cited, are thc volumes by Sir John 
Beazley, ABV, ARV, and Para, which also provide the names of 
museums. 


Chapter 1: Homer and Before 


1. Athens 3908 from Keros, Athens 8833 from Naxos. Karls- 
ruhe B 863 and В 864 from Thera, New York 47.100.1 of unknown 
Provenance. and two figures of unknown provenance in a Swiss 
Private collection, location unknown. According to Jürgen Thimme, 
Art and Culture of the Cyclades, 494-96. fragments of other figures 
Of this type have been found in the excavations on Naxos. 

2. Aign. 113-14. A rock drawing 300-1400 years carlier than 
the Cycladic harpists from Megiddo (Isracl) is. if correctly inter- 
preted by Aign (118-20). possibly a related instrument. The state- 
ment in The New Grove Dictionary of Music and Musicians 


(London: Macmillan, 1980), vol. 8, p. 193, to the effect that the 
Cycladic instruments are asymmetrical lyres, is misleading. 

3. Aign, 349-50, has suggested that a hieroglyphic sign on a 
green steatite bead seal of ca. 1850-1700 s.c. (Oxford CS 170, 
1938.793) from Heraklion, Crete, represents a stringed instrument, 
perhaps а harp; that this instrument has at the top a bird beak 
similar to that on the Cycladic harp (гот Keros; and that this es- 
tablishes a relationship between the two instruments and the musical 
cultures to which they belong. But because the hicroglyph cannot 
be securely identified as either a harp or a lyre (instruments that 
almost certainly developed independently) or even as a musical in- 
strument, it cannot be accepted as evidence. 

According to fn. 5 in Arthur Evans, The Palace of Minos at 
Knossos, 11. 835, the side of the Knossos bead seal with the Чуге” 
shown in fig. 550b was accidentally inserted with views of another 
seal in vol. І, 277. fig. 207. The Knossos items (present location 
unknown) listed by Aign, 35-36, as 1/1 and 11/2, and by Wegner, 
MT, U 77-78, as nos. 83 and 85, are therefore the same object; and 
Evans’ figs. 550a and 551 (Aign П/3 and II/4, Wegner, nos. 84 and 
86) also represent the same object, as Evans makes clear in his 
Scripta Minoa 1, 192, and pl. Ш, бр. 64a. If these examples, which 
are after all very small, have a meaning connected with stringed 
instruments, there is no reason to expect them to portray such in- 
struments in a very realistic way. 

4. Sce also the lyre on a vase fragment from Nauplia (fig. 3а), 
discussed below under Mycenacan Lyres. 

5. The Knossos seal stone listed by Aign, 11/8, p. 41. (Hera- 
klion Mus. 143?) is not clear; it is not generally agreed that the 
female figure on it holds a lyre. Stephanos A. Xanthoudides de- 
scribes the stone without mentioning an instrument. The alabaster 
fragments presumed to be small bits of a lyre, described by Platon, 
are not extensive enough to be securcly identified and so cannot 
contribute to our understanding of Minoun instruments. The same 
must also be suid of the fragments described by Marcelle Duchesne- 
Guillemin, “Restitution d'une harpe minoenne ct problème de la. 
ХАМВҮКН.” who discusses ivory fragments from a (probably Му- 
cenacan) tomb at Zafer Papoura near Knossos, which she identifies 
as the remains of the soundbox of a harp. (Egyptian lyres of this 
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period that have been preserved are made of wood; cf. Lisa Man- 
niche, Ancient Egyptian Musical Instruments, 81-83.) 

& The fatter shape 15 also to be seen on the Knossos seal 
stone (fig. 2d) and, less certainly, on the amphora from Sitia (fig. 
2с). On tbe Kalamon руху (fig. 2b) the soundbox appears 10 have 
smali "handics" protruding from the outer edge just below the 
arms, and the seal stone gives a similar impression, since the arms 
are set m somewhat from the ends of the soundbox. 

7. The heads have red masks on the Pylos fresco, and on one 
Side the beak seems clear. But scholars have perhaps been misled 
about the clarity of these details by Piet de Jong's reproduction. 
See Mabel L. Lang, The Palace of Nestor, 2:79-80, and рй. 27. 125, 
126 (the reproduction), and color plate A (actual fragments). 

8. The flower that appears above the right arm of the instru- 
ment on the Hagia Triada fresco may or may not be an ornamental 
part of the instrument itself. On the pyxis and on the seal stone the 
arms end at the crosshar, whereas on the amphora from Sitia they 
arc зо fantastically elongated that perhaps another interpretation is 
in onder: the painter may have meant these black lines, extending 
from the crossbar up to a black band around the neck of the vase, 
to sbow a means of suspending the two instruments (which are 
shown without performers or scene). 

9 A similar curved lower string fastener is to be seen on a 
kytix (cup) from Skopelos (fig. 3с, sce Mycenaean Lyres below). 
On the amphora from Sitia, the upper edge of the soundbox rises 
to a tall point in the center. Whether this is an attempt to show 
Soundbox shape, the string-fastening device, or merely fanciful cre- 
ativencss cannot be ascertained. 

10. Long. Avia Triadha Sarcophagus, 36. 

11. Ibid., 74, 

12. There is а! present no sign that either the Minoans or the 
Mycenaeans used harps, although they must have known of such 
instruments, which were common enough among the Egyptians and 
the peoples of the Middle East and were known in Cyprus (Cypriote 
bronze stands London 1920.12-20.1 and 1946.10-17.1 depict ап an- 
ge and an arched harp). But as Bernard Aign has pointed out, 
instruments are not items of trade; they are unlikely to travel unless 
Abe musician travels too, and they so often exist in close connection 
with religious practices that they do not pass easily from one culture 
oo unless the cultures themselves have mingled (Aign, 11]- 

) 

1X. From Parry's 1928 doctoral thesis, reprinted їп Adam 
Parry, cd., The Making of Homenc Мете, 9. Although Parry's def- 
inition of formula has since been broadened, his work sull forms 
the basis for our present understanding of how the poems were 
composed For an cxample of a much expanded notion of formula, 
see Michac] Nagler. Spontancity and Tradinon. 

14. The formula is phorminga ligeian (ос phormingi ligeiei ), 
~bright-sounding phorminx,” which occurs a total of 9 — 
poems, always in the final 20 feet of a verse (Il. 9.186 and 18.569; 
Od. & 67, 105, 254. 261, $37, 22.332, 23.133). Parv's investigations 
were expanded (and carried on after his death by Albert B. Lord 
and James Nowpoulos) to include a study of formulaic composition 
аз pracuced by modern Yugoslav bards, who accompany their heroic 
song on a bowed, onc-stringed instrument called a gusle. 

15. The following are TOepresentauve ex nts of the compos- 
йе theory: H. L. Lorimer, Homer end the Monumenn, Бик T 
Vermeule. Greece in the Bronze Age: A. M. Snodgrass, "An Hi. 
tonal Homenc Socety?". J. V. Luce, Homer and the Heroic Age. 
Sec. contra. М I Finley. Бану Greece, who rejects the notion that 
the poems arc a reflection of tbe Mycenaean world. 

16. We have virtually no concrete information regarding how, 
hes. or for whom the [had and Odyssey themselves were per. 


NOTES TO PAGES 2-6 


formed. According to sources from later times, recitations of Homer 
at the Panathenaic festival in Athens were instituted in the 6th cen- 
tury (Kirk, 306-07, summarizes the evidence). These recitations 
were given by rhapsodes, whose name means "'stitchers-together of 
songs" (rhaptein oidas). It is often assumed that these rhapsodes 
used no musical accompaniment, since some Sth-c. vase paintings 
(e.g., London E 270 (ARV: 183, 1632]) show the reciter holding 
not a lyre but a staff. For a study of the origin and meaning of the 
name rhapsode (which was falsely connected with rhabdos, 
"staf["). see Harald Patzer, "PAVOIAOZ"; on rhapsodes in gen- 
eral, see Kirk, 312ff. There is not enough evidence about rhapsodes 
before the time of Plato to allow any firm conclusions about the 
nature of tbeir recitals; and of performances of the epics before the 
6th century we know literally nothing. We can only suppose that 
earlier audiences heard the poems (perhaps in installments?) at fes- 
tive occasions similar to those described in the epics themselves. 
Sec Denys Page. The Homeric Odyssey, 75-76, who summarizes the 
details of our ignorance on the subject of early performances of 
Homer. It requires some 20 hours to recite the /liad, so that most 
scholars assume that performances were spread out over a period 
of three or more days. 

17. Eustathius 1586.45. 

18. On the proposed connection with Sanskrit, see Boisacq, 
1035. and the counterarguments referred to in Frisk, 1036-37. An 
even more unlikely suggestion (based on Hesychius) is offered by 
L. Radermacher, "Der homerische Hermes hymnus," 73, who con- 
nects phorminx with the Latin formica ("ant") and says the instru- 
ment was probably so called because it had an ant-like appearance. 
We seem to have here cases of entomology rather then etymology. 

19. Strabo, Geog. 9.17, says that most Greek names for in- 
struments are either Thracian or Asiatic in origin. 

20. Frisk, 850-51. Others have tried to show a connection be- 
tween kitharis and the Hebrew kinnor (see bibliography in Abert, 
“Saiteninstrumente,” col. 1761). See also chap. 3, Etymology. 

21. Regarding the meaning of kitharis, an incorrect definition 
is given by Alfred Sendry, Music in the Social and Religious Life of 
Antiquity, 292: “The technique of playing a stringed instrument was 
called, by Homer, kitharis.” The only word in Homer that could 
Possibly mean “technique” of playing is Kitharisrus, which occurs 
Only once (Il. 2.600), when the Muses are said to have caused Tha- 
туп to forget "tbe art of lyre playing.” 

22. The verb phormizein is rare in Homer (and in later authors 
a5 well). occurring only in Od. 1.155, 4.18, and 8.266 and in a 
bracketed phrase іп Л. 18.605. 

23. On the meaning of demioergos, see T. B. L. Webster, From 
Mycenae to Homer, 131; Kirk, 278; and Schadewaldt, 69. The word 
demos in its earlier form (damos) occurs in Linear B tablets from 
Pylos and is taken by John Chadwick, The Mycenaean World, 76- 
n. to refer collectively to the people of a given administrative dis- 
met. 
24. See Schadewaldt, 70. 

.. 25. In view of the archaeological evidence from Homer's own 
time as well as from the Bronze Age (see below) which proves that 
the plektron was used, one must avoid categorical statements such 
as that of К. Schneider, “Plectrum”: “Homer does not yet know of 
the plectrum. His phorminr and kitharis were played with the fin- 
gers” 

26. Eustathius 1915.7-10. His fanciful etymology seems 10 
have caused some tc suppose that the kollopes were literally sticky 
& glucy and that the process of stringing the phorminx must have 
been quite а messy operation; in fact, the roughness of the leather 
"self was probably sufficient for the purpose. 

27. Аг. fr. 646 (Edmonds). 
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28. W. B. Stanford, ed., The Odyssey of Homer, vol. 2, p. 369, 
favors Düntzer's emendation, which would Tender the text as ọn- 
Slws Etávvoot vény megi xóMon хорёђу. 

29. Wegner, MT 2, states categorically that the adjective gla- 
phure means the instrument had a hole on one side and a vaulted 
Shape on the other. He concludes that this can refer only to a sound- 
box and that the phorminx was therefore a stringed instrument, a 
fact which would have been much easier to prove by merely noting 
that Homer says the phorminx has strings! On side views of the 
— see M. Maas, “Оп the Shape of the Ancient Greek 

30. Huchzermeyer, 28. Wegner, MT 2, seems unaware of Huch- 
zermeyer's convincing argument and says the phorminx had a “laute 
Stimme.” Abert, “Saiteninstrumente.” also apparently takes ligus 
to mean loud or raucous, for he says that the description is not 
Consonant with the dignified ethos associated with the later kithara, 
On the positive connotations of ligus in Homer (and the Homeric 
Hymns) see also M. Kaimio, “Music in the Homeric Hymn to 
Hermes,” 33. 

31. Compare the Minoan instrument on the Hagia Nikolaos 
amphora from Sitia (fig. 2c). The instrument on Tiryns fragment 
Nauplia 14.376, more crudely painted (fig. 3b), has arms with dou- 
ble curves and only three Strings. 

32. Near the base of the instrument, on either side, are two 
Small holes, one with a small metal ring through it. 

33. The reconstruction is surely inaccurate in a number of re- 
Spects; in particular, the rectangular relief that now forms its base 
is not likely to have been part of the instrument. There is no cor- 
м" evidence to indicate the existence of а lyre of such a 


34. Platon, “Minoiki Lyra,” 221. Platon's proposed new re- 
Construction of the first Menidi lyre, however, still incorporates the 
rectangular griffin relief as its base. 

35. The soundbox shown in the vase painting from Skopelos 
(fig. 3c), however, is narrow, resembling that of the Minoan lyre 
shown on the Hagia Triada sarcophagus (fig. 2a). 

36. Vassos Karageorghis, Mycenaean Ап from Cyprus, S. 

37. Other panels on the interior of this vase show birds, a palm 
tree, and a human figure with a mouflon (a wild sheep with curved 
horns). 

38. A much taller lyre is represented on a 12th-c. B.c. Cypriote 
bronze pot stand: the scene on one side of the stand shows three 
musicians, an aulos player, a player of an angle harp of Near Eastern 
type, and a seated player who holds what appears to be a lyre with 
а round base and straight arms, tall enough to reach from the play- 
er's lap to the top of his head. The player faces left and holds the 
up in his right arm instead of his left (London 1946.10- 

л). 

39. London 134506. Another cylinder scal (location unknown) 

tentatively dated ca, 1000 a.c., from Tarsus in southern Anatolia, 

а round-based, nearly symmetrical lyre with curves rather 
Шап zigzags in the arm consiruction, rather reminiscent of Minoan 
Pyxis Khania 2368 (fig. 2b). Both Anatolian seals show instruments 
held horizontally, a position not often encountered in Greek rep- 
resentations, 

40. Porphyrios Dikaios, A Guide to the Cyprus Museum, 18. 

... 41. The word paieon is probably of considerable antiquity, 
since it is apparently mentioned in onc of the Linear B tablets from 
» On which it is included in a list of several Olympian deities 
(Athena, Poseidon, and Enualios, or Ares); cf. Chadwick, Mycen- 
аеап World, 88-89, and George Huxley, “Cretan Puiawones.” For 
а thorough analysis of the god Paian (“Healer”) and his relationship 
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to Apollo, as well as of the various functions of the pacan itself, 
see A. Fairbanks, A Study of the Greek Paean, 

42. See James George Frazer, The Golden Bough, pt. V, vol. 
1, pp. 216, and 257-58. He discusses a Phoenician song sung at the 
vintage that the Grecks called by the name Linos or Ailinos, prob- 
ably mistaking what was merely a cry of lamentation (ai Гапи, "woe 
to us") as а proper пате. 

43, We know from Proclus! summary (in his Chrestomathia) 
that included in the 7th-6th-c. “epic cycle" was an epic in five books 
on the Nosioi, or returns, of the Greeks as they made their way 
home after the war. Phemios' theme, the return of the Achaians 
(nostos Achaion), thus appears to have enjoyed wide Popularity, 

44. Besides this scene (Od. 1.153(f., Od. 4.18, and Л, 
18.494ff.) there is one other reference in Homer to the phorminx 
accompanying dance, but the phrase is generally regarded as inter- 
polated (//. 18.605). 

45. Schadewaldi, 65, provides a sensitive discussion of the dra- 
matic contrasts of this memorable scene. 

46. As Martin Robertson, A History of Greek Art, vol, 1, 
P. 19, puts it, one of the characteristics of Geometric drawing is 
“the tendency to put down each part separately, as though the artist 
were referring to an itemised list in his mind rather than drawing 
the whole he sees.” See also John Coldstream, Greek Geometric 
Pottery, 28, and Martin Robertson, Greek Painting, 37. 

47. For opposing views, see Ludwig Deubner, "Die viersaitige 
Leier”; Wegner, MT 9; and Aign, 221. 

48. Vases: Athens 291, Athens 14447, Athens 17497, Basel BS 
406, Berlin Antikenmuseum 31573, Copenhagen 727, Sparta un- 
numbered, Tübingen 2657, bronzes from Tegea. 

49. Vase paintings of instruments with rounded bases, arms 
curving outward: Athens Agora P 10154, Athens 234 (fig. 12). Ath- 
ens 874, Cambridge Mus. Class. Arch. 345, Dresden 1699 (fig. 11). 

Instruments with flat or pointed bases: Athens 18542 (fig. 8), 
Athens unnumbered, from the Argive Heraion (fig. 13). Copen- 
hagen 9367, Copenhagen 12433. 

There is also one vase painting, Athens 784, on which there is 
à figure holding what appears to be a frame harp, but its shape 
cannot be equated with either the Cycladic harps or Greck harps 
of the Sth and 4th centuries. 

50. Athens 291, 313, 874, and the sherd from the Argive Her- 
aion (fig. 13); Athens Agora P 10154; Basel BS 406; Berlin 31573; 
Cambridge Mus. Class. Arch. 345; Copenhagen 727 (undamaged 
section); Dresden 1699 (fig. 11); Tübingen 2657 (fig. 7a). 

51. The scencs on the two Laconian vases from Sparta and the 
Amyklaion are difficult to categorize. The vasc from the Amyklaion 
(Athens 234, fig. 12) shows three dancers with lyres in the field 
between them. Their dance is not a leaping dance, but it docs not 
seem to be a procession cither. The vase sherd from Sparta, which 
shows two figures on cither side of a lyre, cach holding it by one 
arm, is quitc unlike any other scene. It reminds onc of later paintings 
of Artemis and Apollo with a kithara between them—there is a 7th- 
€. sherd from Delos (now in the Delos Muscum) that seems to be 
another early version of such a scene (sce chap. 2, fig. 7). 

52. Терса Museum, two votive bronzes from the sanctuary of 
Athena Alca (one shown in fig. 9) and one from the sanctuary of 
Artemis Krakcatis; Sparta Museum, Laconian-Geometric sherd. AU 
the soundboxes of the bronze lyres are fairly tall, though they vary 
somewhat, while that of the instrament on the vase in this group is 
rim like, no wider than the arms themselves (the ring below tbe 
soundbox in this painting is very likely meant to be the plektron 


cord), 
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. 53. Upper excavation, relief by "Master B" (fig. 7b). Four mu- 
Swans in procession: an aulos player, two lyre players, tympanon 
{frame drum) player (Assyrian-Aramaic style). 

$4. The instrument on the vase from Exochi (Copenhagen 
12433) also has a pointed base, with a lower string fastener painted 
above the soundbox (see the remarks on Berlin Antikenmuseum 
31573 abowe) and arms that first diverge and then come closer to- 
gether nearer tbe top (the crossbar and all above have been obli- 
terated) It is possible that these vases show an instrument related 
to that on the Cypnote Kaloriziki amphora at Nicosia (fig. 5a), two 
ceatunes earlier. 

55. Lower excavation, relief by "Master A" (fig. 14): aulos 
player, kithara player, and two dancers. 

56. Crossbar knobs or crosspieces, also found in several of the 
vase paintings mentioned above (Athens 313 and 874, Dresden 1699 
{fig. 11]), cannot have been used for tuning. as Aign. 213, has 
clearly demonstrated; the whole tuning cannot be transposed by 
turning the crossbar. 


Chapter 2: The Archaic Period 


1. CI. T. J. Dunbabin, The Greeks and their Eastern Neigh- 
bors, 25: "The Greeks learnt much from the Phoenicians and other 
Semitic people, but made it their own” 

2. On the continuity in patterns of Greek culture from Myce- 
nacan times on, sec Chester Starr, The Origins of Greek Civiliza- 
tion, 1100-650 B.C., 6 et passim. 

3. Isobel Henderson, "Ancient Greek Music,” 1:379, an ex- 
cellent survey of Greek music. See also D. A. Campbell, “Flutes 
and Elcgiac Couplets,” 68: "'Assertions in late historians, geogra- 
phers and Icxicographers are of extremely doubtful value to the 
history of carly music.” On the “first inventor” as a ороз in Greek 
literature, sec Adolf Kleingünther, "ПРОТО 'EYPETHX." 

4, Herodotus (2.53.1) says both Homer and Hesiod lived fou; 
hundred ycars before his own time, i.e., са. 850 в.с. For the ar- 
gument by which Hesiod’s flonut is dated to 725-700 a.c., see 
George L. Huxley, Greek Epic Poetry from Eumelos to Panyassis, 
124-25. М L. West, ed., Hesiod: Theogony, 46-47, argues that 
Hesiod’s poems (ca. 730-690) predate those of Homer slightly. 

5. According to a late source, Hesiod was excluded from tak- 
ing part in а Pythian musical contest because he did not 
himself on the lyre (Pausanias 10.7 3). Yet if he in fact appeared at 
Such a contest. he must have regarded his poetry as belonging to a 
шша! genre. Hesiod himself, fr. 357 (Merkelbach and West). says 
that he and Momer were the first to “stitch together song" “ралраутЕ; 
Фое). and Plato uses the verb iv of both 

— бахое Homer and 

6. On the рк side of Archilochos' output, sec James A. No- 
Vopoulos, "Archilochus, the Aoidos For an assignment of Archil- 
ochos to an earlier date (ca. 740-са 670), see Alan Blakeway, ~ 
Date of Archilochus.” He identifies the eclipse which Archilochos 
menbons as the one that occurred on Thasos on 14 March 711 a.c. 


father than the eclipse on Paros of 6 April 618 в.с. Most scholars 
now prefer the tatter date. 
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8. Of twelve passages from ancient sources cited in Walther 
Vetter, “Terpandros.” half are from De Musica and the rest from 
Athenaeus, Pollux, and the Suda. 

9. See Douglas Gerber, Euterpe, 83, and D. A. Campbell, 
Greek Lyric Poetry, 193. 

10. The evidence is collected by Thomas Rosenmeyer, “Аіс- 
man's Partheneion | Reconsidered,” 338. 

11. Huchzermeyer 41 points out the close relationship between 
Lesbos and Lydia, as reflected in the fragments of Sappho and Al- 
caeus. 
12. The date of the Hymn to Hermes is widely disputed. T. W. 
Allen, W. R. Halliday, and E. E. Sikes. eds., The Homeric Hymns, 
276. think it "not later than the seventh century.” while Ludwig 
Radermacher, "Der Homerische Hermeshymnus." 216. 222, regards 
it (on the basis of the characterization of Hermes) as contemporary 
with Old Comedy (i.c., 6th century). More recent scholarship gen- 
erally places the poem in the last part of the 6th century: cf. S. C. 
Shelmerdine, "The Homeric Hymn to Hermes." 

13. Theognis' year of birth may be placed tentatively at ca. 580 
в.с. on the assumption that the statement by the Suda that he was 
yeyovws in the fifty-ninth Olympiad (544/3-541/0) refers to his Ло- 
ruit, not his birth. See E. Rohde. “Téyove in den Biographica des 
Suidas." If these dates are accepted, Theognis would had to have 
been virtually a centenarian in order to have made some of the 
allusions, in the collection of poems attnbuted to him. to impending 
Persian invasions, which did not begin until 490. К 

14. It is often assumed that because Theognis’ poems were in 
the elegiac meter. they were accompanied by the aulos and never 
by the lyre. See, contra, Campbell. “Flutes and Elegiac Couplets.” 
An annoying aspect of this otherwise excellent article is the casual 
attitude toward the name of the instrument. He states (p. 63. n. 3) 
that he ought to call the instrument an aulos, since it is not in fact 
a flute, but that he has chosen instead an English word which has 
“many of the correct associations.” Unfortunately, the incorrect as- 
sociations with respect to sound. sound production, appearance, 
and use far outweigh any "correct" ones. 

15. The Suda (s.v. Хал) ascribes the invention of the plek- 
tron to Sappho. Although the word is never mentioned in Homer, 
archaeological evidence shows that the plektron was known in both 
Mycenaean and Geometnic times (sec chap. 1). so that we must 
regard the story of Sappho's "invention" as but another of the mu- 
sical “firsts” which were passed on in Greek legend. Sec chap 1. 
n. 25. 

16. For the date of this hymn to Aphrodite, see Allen et al., 
Homeric Hymns, cvi, 350-51. 

17. Strabo's doubts are shared by modern writers. Huchzer- 
meyer 43 regards the lines as spurious, as does Ulrich von Wila- 
mowitz-Móllendor(f, Timotheus, 64. n. 1: and B. A. von 
Groningen. “A propos de Terpandre.” does not include this frag- 
ment among the two that he considers authentic. Sec, contra. А. 
К. Bum. The Lyric Age of Greece, 229: “There is no reason to 
doubt his real existence or authorship of a few lines, of much charm. 
Preserved in quotation.” 

18. L. Deubner, “Die viersaitige Leier;" (a small slip has led 
№ а more amusing version of the title in Albin Lesky. A History of 
Greek Literature, 128, по 3, where the article is referred 10 as “Die 
cinsaitige Leier”). See also Deubner, “Terpander und die sicben- 
Saitige Leier.” 

19. Another example in a late hymn is found in h.Hom. 21-3- 
3. а short hymn to Apollo, in which an aoidos plays his bright- 
sounding phorminx (phorminga ligeian) and sings of Apollo- 

20. R. M. Cook, ~The Date of the Hesiodic Shield.” shows 
that where the author of the Shield is not just borrowing from 
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mer, his descriptions are based on Archaic art from the decade 580- 
70 в.с. 

21. The strong connection between Apollo and the phorminx 
is borne out in a recently published fragment of a lyric poem of 
unknown (but probably Archaic) date and author. In lines 3 and 4 
of the fragment, the only words that can be made out are phorminx, 
Phoebus (Apollo), and Delos, the island of Apollo's birth; 
Adespota 4422.34, D. Page, Supplementum Lyricis Graecis. 

22. Sce chap. 1. 

23. The phorminx is also mentioned, together with the aulos, 
in Thgn. 1.761 (in the context of a prayer to Zeus and Apollo to 
protect the city), but the authenticity of the passage is doubtful in 
view of the reference (in 764) to war with the Medes (see n. 41). 

24. George M. A. Hanfmann, "lonia, Leader or Follower?” 
fig. 5 and p. 16; bibliography, p. 33, п. 86 (Напітапп assumes that 
the Mycenacan lyre was eight-stringed and that the dinos offers the 
earliest representation of the seven-stringed lyre). 

25. Strabo 13.618; Ath. 635 E. Terpander's role is discussed 
later in the present chapter. Compare Ekrem Akurgal, Die Kunst 
Anatoliens von Homer bis Alexander, pp. 14-15. 

26. Athens 911. 

27. Athens Agora AP 1085 (fig. За); Syracuse 12577 (fig. 3b). 
Other 7th-c. items: a bronze cup from Olympia with six strings, 
"Cypro-Phoenician" work; a silver cup from Cyprus with no strings 
visible; steatite seal stones from Ayia Irini, Cyprus, nos. 2123 and 
2180, showing three strings; a bronze relief, Olympia 11327, with 
four strings; and lead figurines from Sparta showing four strings. 

28. Location unknown. Four marble figurines from Lindos, 
Rhodes, but in Cypriot style, dated before 550 в.с. by Blinkenberg, 
hold instruments that appear to be of the phorminx type: Lindos 
1712, 1716, 1717, and 1820 (the latter is a creature with bearded 
human head and fish body who is holding a red-painted instrument 
with a soundbox rounded at the bottom but also having lower cor- 
ners. 

29. Athens National Museum Acr. 2523. 

30. But sce Aign, 232. 

31. A statue from Kyzikos of a siren holding a phorminx (Co- 
penhagen, Ny Carlsberg Glyptotek) shows a diagonal strap across 
the back of the instrument for the player's left arm; a badly damaged 
relief from Xanthos in Lykia (now in Istanbul) shows a phorminx 
with cight strings and fantastically ornamented arms filling the 
whole space on either side of the strings. A fragment of an East 
Greck pot found in Tel Defennch, Egypt (London 88.2.-8.10) shows 
Satyrs palying aulos and phorminx over a large wine bowl. 

32. The verb used of Apollo's musical performance is engki- 
tharizein, “to play а stringed instrument for somcone." Just before 
this passage, his arrival on Olympus causes the gods to anticipate 
the delight of "kitharis and song" (188). A similar scene, but with- 
Out dance, is described in ps.-Hesiod, Shield 202ff., where Apollo 
оп Olympus plays (kitharizein) on his golden phorminx and the 

uses sing. 

33. Fr. 44 (LP). The name for the second instrument is not 
actually in the text, which has a gap with room for a word of seven 
letters. Editors have proposed either magadis (sec below, Archaic- 
Period References to the Pektis and Magadis) or kitharis (the Greek 
Spelling of which [даос] also has only seven letters); in view of 
the poem's epic subject matter, meter, and diction, kirharis is prob- 
ably to be preferred. Sappho's contemporary, Alcacus, also men- 
tions both kitharis and kitharizein, but the contexts cannot be 
determined (fr. B 9.15 and В 6*.3, LP). 

34. Kitharis: А. Hom. 4.499, 509 (and 510, kitharizein), and 
515; phorminx: 506. 
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35. һ.Нот. 4.17 (engkitharizein); 4.423, 425. 433, 455, and 476 
(kitharizein). 

36. These lines are echoed verbatim in one of the late Homeric 
Hymns (h. Hom. 25.2-4). 

37. Fr. 305 (Merkelbach and West). In fr. 306, Linos himself 
is described as a kitharistes, either by the source for the fragment 
(Clement of Alexandria) or by Hesiod. 

38. The Greek for “good lyre-playing" is го kalos kitharisden 
(= kitharizein). 

39. Hdt. 1.23-24. See also chap. 3. The story of Arion 
widely told in later accounts as well, most of which seem to be 
derived from Herodotus (sec О. Crusius, "Arion"). Herodotus also 
claims that Arion invented the dithyramb, or choral song in honor 
of Dionysus, and that he produced dithyrambs is Corinth. The word 
dithyramb, however, is found as carly as Archilochos, fr. 120 (West), 
mid-7th century. 

40. Sibyl Marcuse, Musical Instruments: A Comprehensive Dic- 
tionary, s.v. "guitar" and "zither." 

41. The name for the instrument in this passage appears in its 
Tonic form, kithare; the more familiar kithara is the form used in 
the Attic dialect. On the date of the passage, sce E. L. Highbarger, 
“Theognis and the Persian Wars.” who argues that it must refer to 
events of the spring of 490 в.с. He claims (110) that Theognis could 
have written the poem and cites other examples of longevity. B. A. 
van Groningen, ed., Théognis: Le premier livre, 302, agrees that 
the poem must be dated to the period of the Persian wars but does 
not accept the attribution to Theognis. Jean Carrière, Théognis: 
Poémes élégiaques, 121, prefers to date the poem to 479 (the time 
of Mardonius' invasion of the Megarid) and says Thcognis cannot 
have been the author. Sce also n. 13. 

42. For further information on non-Greek lyres see Lisa Man- 
niche, Ancient Egyptian Musical Instruments; Wilhelm Stauder, Die 
Harfen und Leiern Vorderasiens in babylonischer und assyrischer 
Zeit; and Max Wegner, Die Musikinstrumente des alten Orientis. 

43. Location unknown, unpublished vase, The two narrow pro- 
trusions shown by Akurgal on either side of the soundbox are pos- 
sibly a mistake; one of these protrusions may be the plektron cord 
(a mistake of this sort was made in the second illustration on the 
page, in drawing the instrument from the Old Smyrna dinos frag- 
ment with two plcktron cords, one on either side). 

44. For a convenient summary of bibliography, see Miriam Er- 
vin, "Newsletter from Greece"; sec also Roland Hampe and Erika 
Simon, The Birth of Greek Art, pp. 127-28 und pll. 195-96. An- 
other object from this period, the figure of a kneeling youth pub- 
lished by Dieter Ohly, "Zur Rekonstruktion des samischen Geràts 
mit dem Elfenbeinjüngling." may. as Ohly theorizes, have been part 
of the decoration of a lyre, perhaps a kithara; but no part of the 
instrument has survived. — 

45. A photograph of this section of the painting appears 
Zanker, мн je Doer but the instrument does not show 
up clearly. 

46. The authors are indebted to Shirley Schwarz for help 
estimating the datc of this unpublished vase. Sur 

47. The term used for the instrument in this passage is — 

Oliher items from the first half of the 6th century: large 
фейк votive statucite, Nicosia Museum, ca. 560-550 n.c., dam- 
aged but useful for left-hand detail, size of instrument, costume 
player (which resembles fig. 4); bronze shicld-strap plate ire 
Olympia, very damaged (instrument not as clear as drawing makes 
it seem); bronze votive kithara described by Aign. location un- 
known, possibly from Asia Minor, placed by him at the begioning 


of the 6th century. 
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49 There are examples as small as 14% and as large as 2% times 
эз tall as the length of the player's forearm, and anywhere from V 
to almost equally as wide as they are high. 

50. Chantraine 651 gives the etymology as “unknown” and 
says that the term is perhaps a borrowed one. Frisk 146 concludes 
that it is a loanword from the Mediterranean area but cites several 
attempts to prove that it rs Indo-European. Boisacq 592 believes it 
сап be connected with I. E. "lu-, “leu-. 

51. Fr. 93a.5 (West). This fragment was evidently overlooked 
by Huchzermeyer in 1931 even though it had been published some 
thirty years earlier; he says (p. 38) that Archilochos makes no men- 
tioa of stringed instruments. Despite variations in the reading of 
the fragment among different editors, all are agreed on the words 
ev xoi Моту in linc 5. 

52. Reading Dich!'s suggested ávboagtie/oyoUvtaz; in his 
text he prints бубра; [-w/ovytas (so also Tarditi). West prints 
tivbooz ..(.) whepytas. See M. Treu, Archiochos, 212, whose gen- 
eral interpretation of the fragment is followed here. Archilochos 
himself is described (зп the 3d century в.с.) as а poet who sang 
verses to the accompaniment of the lyra (Theoc. Ep. 21.6). 

$3. Zonaras 1190, and cf. Et. Mag. 506.18. Other onomato- 
pocic renderings of the sound of various types of lyres include tenella 
{Archilochos 324 [West, under spuria]); threttanelo (Ат. Pl. 290); 
and sophlattothrat (Ar. Ra. 1285ff.). 

54. Сї. Sappho fr. 99.4 (LP): xogbaiovbiaxorxnv. which 
would appear to refer to "weaving" a song oa the strings of an 
instrument, Sec J. M. Snyder. “The Web of Song: Weaving Imagery 
in Homer and the Lyric Poets,” CJ 76 (1981), 193-96 

55. 10 the correction "Ерато, vópovz (Meineke) for *lgav 
Üuvovst is right. there seems to be a kind of pun on the name of 
the Muse, ‘Egat, and the epithet for the lyra, Ёратй. 

56. СҮ. Denys Page, ed., Sappho and Alcaeus, 117. 

57. On the subticty with which the poet separates himself from 
the Homeric tradition (versus the blunt criticism of Xenophanes. for 
example). see Н. Langerbeck, "Margues. Versuch einer Beschrei- 
bung und Rekonstruktion," 58-59. It is perhaps significant that the 
lyra ix mentioned in the jaring line of sambics (following the two 
verses of heroic hexameters); just as we have begun to think of the 
poet as a follower of Homer (the divine singer of the Opening line?), 
he suddenly imroduces the non-Homeric meter and Instrument 
name. In the space of the three opening lines, the Poet both com- 
plimcats Homer (as the source, it appears, of the ensuing story) and 
at the same time announces his own independence and innovation. 
The date is disputed by modern scholars. A Byzanune source claims 
that Archilochos ascribed the Margites to Homer, which would mean 
that the роста was known as early as the 7th century On doubts 
abour the validity of such a clum, sce J A Davison. “Quotations 
aod Allusions in Eady Greck Literature.” See, contra, G. L. Hux- 
key. Greek Epic Poetry. 176, who believes that the Margites “may 
well have been composed by an ерк poet of Homer's time.” 

58. Reading thc MSS üxovov rather than Pierson's ütiburv, 

59. See Campbell. “Flutes and Elegiac Couplets.” Van Gron- 
ingen. Théognus. p. 212, suggests that the Туге is probably the bar- 
E MM preferred by drinkers (sce chap. 5). Since lyra 
can as а penetic term, at in Sth-c. i 
well be the case. M "hec: authors, this may 

60. Campbell. Greek Lyric Poetry, 
siola to the late 6th through Sth cent 
this poem may allude to the performance of a dithiramb. 3 
ther Iste éthearly Sth-c. reference is a possible ан ceri 


Strument maker in Anskreva fr. 357. РМС: 7l asked the lyre-raaker. 

5 b 
Stratts uf be would wear his hasr Jong.” reading ugota (He- 
растоп) rather than wvooxoviry (Pollux) 


339. dates the collection of 
uries: he believes (452) that 
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61. Examples include Philadelphia Univ. Mus. L 64.180 and 
MS 4811: Munich 1472: Copenhagen 3241; London B 139; New 
York 06.1021.47, 14.105.10, and 17.230.14. See also chap. 3, figs. 
2 and 12. 

62. Accepting the emendation péhos (not the MSS pégos) in 
order to match the MSS reading in 419 and 501. In line 418, just 
before the repeated line and a half, we learn the further detail (not 
a surprising one) that the instrument was held in the left hand. For 
a different chronology of Hermes’ deeds, cf. S. Ichn. (see chap. 4). 

63. Cf. Allen and Sikes, Homeric Hymns, 286-87. Rader- 
macher 7] argues that there was a separate reed (cane) fastener for 
each of the seven strings. Hesychius (s.v. 6óvaxa bzodvetov), in 
commenting on Ar. Ra. 233, says that in former days cane (instead 
of horn) was “placed under" or "placed at the foot of " lyres. Thphr. 
HP 1.6.10 comments on the strength of cane, particularly that cut 
from the lower part of the stalk. Sophocles, fr. 36 Pearson (see chap. 
4), speaks of something snapped like a lyra without its cane, but 
the fragment provides no information as to the specific function of 
the donax (reed). Abert, “Sainteninstrumente,” col. 1761, inter- 
prets the cane as being used for the lower string fastener, and seems 
to have no doubts that the statements by later commentators about 
the substitution of horn also refer to the lower string fastener. On 
the fragments of shell from Argos and Vassae, see below, p. 39 and 
п. 77; sce also chap. 4. 

64. Allen and Sikes, 275. Cf. also Albert Gemoll, Die Hom- 
erischen Hymnen, 193, who argues that the seven-stringed instru- 
ment must predate Terpander. 

65. John Boardman, ABFV, pl. 116.2. Other early references 
to the chelys as a lyre include Sappho's address to her “god-like 
Chelys" (fr. 118, LP) and her mention of a "clear-sounding chelys, 
fond of song" (qu.áotbov Мүйоау yehuwav, fr. 58.12, LP). In 
addition, Alcaeus, fr. 736.2. LP, mentions a sea-chelys, which may 
ог may not refer to an instrument. 

66. On Athens Agora P 10154 there seems to have becn only 
one man on the left; those behind him are probably women. On 
Cambridge Mus. Class. Arch. 345, both groups are women. 

67. R. M. Dawkins, ed., The Sanctuary of Artemis Orthia at 
Sparta, pl. 189, nos. 10, 11. 

68. Ibid.. pl. 180, no. 19. 

69. Ibid.. pl. 183, no. 19. Numbers 18 and 20 are back views. 
In 19 and 20, the free ends of arms and crossbar may have been 
broken off, or the figures may have been made without them to 
avoid small protruding pieces likely to be broken off. 

70. Ibid.. pl. 166, no. 5, and 167, part A. 

71. The same scene, with many of the same details, also ap- 
Pears on a krater from an Attic workshop, Paris E 623. 

72. In order of reference: Athens Kerameikos 2869 (fig. 14b): 
Athens Nat. Mus. unnumbered Corinthian aryballos from Pera- 
chora; band kylix, location unknown: Copenhagen 13536; Florence 
4209 (fig. 14c): Heidelberg Univ. 68/1 (fig. 14d); New York 
06.1021.26 (fig. 14е). 

73. A similar scene with the lyre player between two sphinxes 
Occurs in the third quarter of the century on a roughly painted 
Boeotian lekanis. Kassel T. 448. 

74. The photograph of Paris E 861 (fig. 15с). CVA 1. — 
12, appears to be reversed. А lyre similar to the ones on Paris 
861 appears on a vase painted about the same time. London В 46. 
А — terra-cotta of a standing chelys-lyra player үа 
€ns 5708) also exhibits a hi ition for the string fastener. 
Player is nude except for a le similar to that of the Cyprus 
figurines. His chelys-Ivra has knobs on the crossbar and no m 
ends for the arms, as is common in the case of bronze or terra-cot 


figures.) 
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75. Boston 23.595 and London 459. 

76. Neat crisscrosses can also be seen on the crossbar on New 
York 41.162.184, a scene with a seated performer accompanying 
dancing komasts, bearded nude males with ivy wreaths on their 
heads (another scene of wine drinking and revelry). On Paris F 13, 
the second judgment of Paris scene (on both sides of the vase), the 
chelys-lyra is painted with arms attached at the sides of a small oval 
soundbox; this may be a chelys of an odd variety, the painter's 
attempt at perspective, or simply a chelys-lyra painted by an unob- 
Servant artist. See also Paris CA 3329, a mid-century vase with a 
similarly shaped instrument. Another oddly shaped example ap- 
Pears in a “Theseus and the Minotaur” scene on a vase by the 
Affecter (Taranto 117234). In one of the two similar scenes on this 
vase, a bystander holds Theseus’ chelys-lyra: an instrument with a 
Soundbox shaped like the waxing moon—the curve of its upper 
edge, between the two arms, parallels the bottom of the soundbox. 

77. Panayiotis Phaklaris, "XEAYZ," 220ff. and pll. 77, 78. 
Sec also chap. 4. 

78. Strabo 10.3.17 discusses the Asiatic sources of Greek mu- 
sic in general and mentions "barbitos" as an example of a foreign 
name. Both Frisk vol. 1, 220, and Chantraine 165 agree that the 
name is a foreign word of perhaps Phrygian origin. On the erro- 
neous derivation of barbitos from the Sanskrit bharbi ("to pluck”) 
given by Е Behn, Musikleben im Alterium und frühen Mittelalter, 
87, see J. M. Snyder, "The Barbitos in the Classical Period," 332, 
п. 5. See also below, chap. 5, Etymology. 

79. On this and another variant (baromos), see Ѕпубег, “Ваг- 
bitos,” 332. 

80. Pindar fr. 125, Snell. 

81. Ath. 4.1754. 

82. Ath. 4.182f. quotes another authority who says that An- 
akreon (as well as Sappho) mentioned the barbitos (= Sappho fr. 
176, LP). Critias fr. 8D describes Anakreon as a “lover of the bar- 
bitos,” and an elegiac poem attributed to Simonides (126, Diehl) 
says that Anakreon did not lay down his barbitos even in death (see 
Snyder, "'Barbitos," 333-34). For a discussion of several vase paint- 
ings identified by Beazley as showing Anakreon (usually with the 
barbitos), cf. J. M. Snyder, "Aristophanes" Agathon as Anacreon.” 

83. Frisk, vol. 2, 525-26; Chantraine, 894-95. 

84. For psallein, cf. Anakrcon fr. 373, PMG, and Pindar fr. 
125, Snell (psalmon . . . paktidos, “the twanging of the pektis”); 
the noun psalmos, "twanging" or “plucking,” is used elsewhere for 
the twanging of a bowstring (Eur. lon 173). . 

85. Anakreon fr. 374, PMG. The reading of the text varies 
among different editors, but all зеет to agree that the verb used is 
Psallein and that the magadis is described as having twenty strings. 
Alkman fr. 101, PMG, also mentions the magadis, but the three- 
word fragment is otherwise uninformative. These are the only oc- 
Currences of the word in Archaic literature. 

86. On the etymology of magadis, cf. Frisk, vol. 2, 154, and 
Chantraine, 655. On the impact of Lydian influence on the castern 
Greeks in general, see Dunbabin, Greeks and their Eastern Neigh- 
bors, 62-63. , 

87. A single vase painting of the Geometric period, Athens 
Nat. Mus. 784, may show a harpist and his instrument. ы 
. 88. A mythological version of thc Lydian origin of the pektis 
is reflected in a story told by Ath. 14.625¢ (quoting Telestes of 
Selinus), who says that the Lydians and Phrygians who came to 
Greece with Pelops (after whom the Peloponnesos wes named) 
Played the aulos and the pektis. И 

89. Fr. 22.11. LP. The first two letters of the instrument's лате 
аге missing, but the cditors suggest the restored reading xà] xuv. 

90. Ath. 14.635c (quoting Menacchmus of Sicyon). 


Chapter 3: The Kithara in Classical Athens 


1. See W. Merlingen, review of Etudes Pélasgiques by A.J. 
van Windekens; D. A. Hester, “Pelasgian,” 356-57; Chantraine 
530; Frisk 850-51. 

2. Strabo, Geog. 9.17. 

3. Eur. Нурз. 64.101 (Bond) and Сус. 443-44; cf. also Ps. 
Plut. de mus. 3 and Ar. Th. 120. One “Asian” language with which 
the word kithara has becn tenuously connected is Avestan (Old 
Persian), an Indo-European tongue in which the word sihtar (mod- 
em Hindu sitar) designates а three-stringed instrument (sec F. 
Kluge, Etymologisches Worterbuch der deutschen Sprache, 886). Al- 
though linguists have clearly established that initial k sounds in 
Proto-Indo-European remained plosives in the western branches of 
Indo-European and became sibilants in the eastern branches (the 
so-called centum-satem phenomenon), the form sihtar is so much 
later than kitharis that the two words cannot be cited as certain 
examples of this phenomenon; the word sihtar, in its earlier forms, 
may not have begun with a sibilant. 

4. See p. 31. 

5. In the literature from the first half of the Sth century (in- 
cluding Pindar, Bacchylides, and Aeschylus) there arc 22 references 
to the word phorminx or its compounds, but only 6 from the second 
half (S. fr. 16 [Pearson]; Eur. Ph. 823, Jon 164, Hel. 172; Ar. Av. 
219, Th. 327. 

6. Eur. Al. 583. 

7. Eur. Jon 882 and Н.Е 350. Cf. also IT 1237, fon 905, and 
ТА 1037 (a reference to the music at the wedding of Peleus and 
Thetis). In Hyps. fr. 1.4 (Bond), the kithara is linked indirectly with 
Apollo via the Muses. Just as Apollo is closely associated with the 
kithara, so his polar opposite, Ares the war god, is described in 
Greek drama as akitharis (A. Supp. 681), "not sharing in lyre- 
playing." and achoros, “not sharing in the dance.” The same sen- 
timent is expressed in nonmythological terms by Bacchylides (14.13, 
Snell), who says that the “phorminx” and the dance have no place 
in the context of war. 

8. The kithara is associated with Apollo in Eur. Jon 882 and 
905, IT 1237, Alc. 583, and HF 350. Of the many references in 
Euripides to lyra (or to compound words formed from lyra). only 
four have to do with Apollo: /T 1129, Med. 424, Alc. 570, and fr. 
480 (Nauck). No other names for lyres ure mentioned by Euripides 
in connection with Apollo except for phorminx, in imitation of Ho- 
mer (/on 164). 

9. Ar. Av. 219. 

10. For daidaleos, sec Pi. Р. 4.296 (cf. ЇЇ. 9.187); another ad- 
jective that Pindar uses for the “phorminx,” liguspharagos (“high 
crackling,” fr. 1404.61, Snell) is based on the common Homeric 
epithet ligus (sce p. 7). Epithets referring to the strings include 
heptaktupos (“‘seven-toned,” Pi. P. 2.70). heptaglossos (seven: 
tongued.” Pi. N. 5.24), and less directly, poikilogarys (“many- 
voiced,” Pi. O. 3.8). Another epithet applied by Sth-c. authors to 
the phorminx is chryseos (‘‘golden,” Ar. Th. 327; Pherekydes, 
FGrH, (t. 141 A). 

11. Cf. Рі. fr. 1402.61 (Snell) and N. 9.8. | 

12. В. Еріп. 14.13 and Pi. Р. 10.39. Similar language is found 
in a fragment (PMG 948) attributed to Kydidos of Hermione (a 
kitharode): "some far-reaching cry [boama] of the lyra. 

13. Ar. Nu. 963-66. - 

14. Leto has no distinctive attributes; if Artemis is represented 
with her attributes (bow, quiver), howcver, a second woman in the 
painting may bc assumed to be Leto. Опе libation scene has been 
found in which both Zeus and Apollo are present; cach of them 
holds a phiale, and a goddess holds a pitcher (London E 44). 


15. Syracuse Museo Arch. Naz. 17427. See also John D. Beaz- 
leş, Eruscan Vase-Painsing, 75-76. 

16. There are a number of scenes with an unidentified woman 
alone in the chariot. The woman is sometimes taken to represent 
Artemis or Ariadne (as бобе of Dionysos). There is a single ex- 
ample an which the woman in the chariot is identified as Demeter 
(Würzburg 308), one in which a youth in the chariot is escorted by 
Dionysos, Apollo, Athena, and Hermes (Tarquinia RC 8262), and 
owe m which Apollo himself mounts the quadriga while Artemis 
‘waits to hand the kithara up to him (Paris F 297). 

17. On Berlin 1966.) (black figured), three satyrs with three 
kitharas (part of the chorus of a satyr play?) walk to the right. The 
kithsra player is a maenad on Rome, Villa Giulia 15730, and Lon- 
don B 202 Paintings of the kithara in female hands can be explained 
in other instances by the presence of Apollo; the woman (Artemis?) 
holds or carries the instrument for him. But see Berlin 1846, where 
Athena plays the kithara in the company of Dionvsos, and Berlin 
1869, an which a female kitharist accompanies the quadriga of Po- 
scidon and Amphitrite. 

18. There are also several paintings in which a mortal (presum- 
ably) plays the kithara in the presence of Heracles: Paris G50 (Hera- 
cles killing Busiris); Madrid 10916 (a bearded kitharist at a banquet 
where Heracles reclines on a couch); and Bucharest 03207 (boy 
playing kithara before a shrine of Heracles). A judgment of Paris 
scene is found on Brussels А 3089, and in this single instance, Paris’ 
instrument is the kithara, not (as in the Archaic period represen- 
tations) the chelys. 

19. 1а a late black-figured painting by the workshop of the 
Athena Painter, Herucies and Athena sit facing cach other, Heracles’ 
club on the ground behind him (Altenburg 202). This is one of the 
rare scenes of à seated kithara player; there are a few others in 
em Apollo is the player. Heracles’ club is also shown on Oxford 

240. 

20. John Boardman, “Herakles, Peisistratos and Eleusis”; see 

especially pp. 10-11 on Heracles mousikos. See also Boardman, 
` ABFY, 221. 

21. Three vases depict a row of players of stringed instruments: 
Paris E 861, four players of the chelys (discussed in chap. 2); New 
York 25.78.66, three “woolly satyrs™ playing “Thracian” kitharas 
(see chap. 6. fig. 13); and Berlin iav. 1966.1, three satyrs playing 
standard kitharas (see n. 17). According to information received 
pu p Paris Bibliotheque Nationale, however, their vase num- 

AVH 3392, which shows three kithara in procession 
is no longer considered authentic. — 

22. N Y. $7.12.8 consists of several fragments of a lebes gam- 
ikos (wedding vase] on which а (weddi j i 
vc tan Bajo жаз gained. vedding) procession that included 

73. This vase is especially interesting because it a 
depict a real-life religious custom. It is Кы ому рил fit as 
Some to hand in which the couch is empty, i.e. shown as it would 
actually be at such an event. 

24. Arist. Pol. 1341A labels the kithara an i 
a “technical” instrument, i.e., one requiring the eae ce 
professional player a 

25. Hdt. 123-24. In Herodotus’ dialect. the term is kithare, 

26. Another early occurrence of kirharoidos is in a comic i 
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28. The youth who plays the kithara before a shrine to Hera- 
des, Bucharest 03207, ca. 430 в.с., wears a decorated and bordered 
sleeveless chiton. 

29. Cf. E. С. Turner, “Two Unrecognized Ptolemaic Papyri,” 
and D. D. Feaver, "The Musical Setting of Euripides’ Orestes." On 
the Iphigenia fragment (P. Leid. Inv. 510), see Thomas J. Mathie- 
sen, "New Fragments of Ancient Greek Music”; the fragment was 
first published by D. Jourdan-Hemmerdinger, “Un nouveau papyrus 
musical d'Euripide.” 

30. On Sophocles’ musical talents, see the anonymous Уйа, 
secs. 3 and 5. Although the date of the biography is not known, its 
sources include reliable scholars such as Aristoxenus (4th century) 
and Ister (3d century). Cf. also Ath. 1.20Е and Karl Rupprecht, 
“Sophocles als Kitharistes." On the other hand, ancient biographies 
often contain much that is obvious fiction; see Mary R. Lefkowitz, 
The Lives of the Greek Poets, 15-87. 

31. For a more detailed discussion, see J. M. Snyder, “Aulos 
and Kithara on the Greek Stage.” Cf. also A. W. Pickard-Cam- 
bridge, Dramatic Festivals of Athens, 257-62, and Flora R. Levin, 
“Music in Ancient Greek Drama.” 

32. Ps.-Plutarch, de mus. 3 (1132D) lists the names of the var- 
ious kitharodic nomoi as follows: Boeotian, Aeolian, Trochaic, 
Oxys, Cepion, Terpandrean, and Tetraoidion. All these were ap- 
parently solo songs. A processional song, in which the kithara ac- 
companied a chorus of singers, was called a prosodion (cf. Paus. 
4.33.3 and Poll. 4.64). See also Abert, ‘‘Kitharoidia,” col. 531, and 
W. Vetter, “Nomos.” See also chap. 7, n. 17. 

33. On the general dangers of interpreting Pindar, see Mary R. 
Lefkowitz, The Victory Ode, 2, and Douglas Gerber, Pindar's Olym- 
pian One. 

34. As R.W. B. Burton, Pindar's Pythian Odes, 91, notes with 
regard to P1: "(The] impression of unity, clear enough even to us 
who can only read the poem, must have been much morc vivid to 
those who heard it performed, because the lyre of the opening 
verses, the symbol of music and what music stands for in this ode, 
was visible and audible throughout as the unifying instrument." For 
а detailed study of the performance aspects of Pindar's odes in the 
light of their dance component, see William Mullen, Choreia: Pin- 
dar and Dance. 

35. See p. 4. The word lyra, which occurs eight times in the 
Odes (all but two of which are connected with performance of 
songs), is not found in any contexts significantly different from those 
in which phorminx occurs, and the adjectives used with either name 
are similar. 

36. There has been much scholarly debate on the significance 
of the epithet “Dorian.” Ulrich von Wilamowitz-Móllendorff. Pin- 
daros, 233, thought that it referred to the particular type of lyre 
used as opposed to the mode of the song in question, for the mode, 
as he points out, is elsewhere (linc 101) called Aeolian. For a dif- 
ferent view, see Lefkowitz, Victory Ode, 80, who follows the scho- 
liast in taking the adjective to refer to the type of song involved. ы 
тау be, however, that Pindar intends no special technical meaning: 
he is writing the ode for Hieron of Syracuse, a Corinthian colony 
in a generally Dorian island, and he may simply be acknowledging 
Sieily's Dorian way of life. 

37. М. 5.24, P. 270-71. 

38. Plu. Per. 135-6, ith: 

39. See chap. 2 on representations of contestants with the КЇ 
ara, and J. A. Davison, "Notes on ће Panathenaea,” 42. Davison 
Suggests (p. 41) that Pericles may have reinstituted contests that 

allowed to lapse for a time. : 
By tbe 4th century tbe victorious competitors at the Panathenst 
Were no longer awarded an amphora of highly prized olive Ой 
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reccived instead а more readily convertible reward in the form of 
gold and silver (Arist. Ath. Pol. 60.3 and IG ii-iii.? 2311). 

40. Würzburg 222 has, on one side, a kithara player standing 
between columns with cocks, but the obverse shows Dionysos and 
а maenad on a donkey. 

41. Other examples include New York 20.245 and 56.171.38 
(figs. 9 and 13). 

42. Other kitharists standing alone, with no listener on reverse: 
London E 265, a young man in a bordered chiton; and Tarquinia 
POZN; a bald, bearded kitharist іп a bordercd chiton and him- 
43. Pherekrates fr. 6 (Edmonds). 

44. Ar. Eq. 1278. For the superlative adjective kitharoidotatos, 
cf. also Eupolis fr. 293 (Edmonds). 

45. Timotheus fr. 15, 229-33 (Page, PMG). Earlier in the 
poem (203-06) he speaks (perhaps even more obscurely) of the 
“newly-built Muse of the golden kitharis" (chryseokitharin . . . 
mousan neoteuche). 

46. Plu. Moralia 238D (and cf. Plu. Agis 10.4; Moralia 84A) 
and Paus. 3.12.10. 

47. Huchzermeyer 63-64 seems to ignore the wording of the 
Greek by citing this passage as proof that Timotheus' instrument 
was the "eleven-stringed kithara.” So also Abert, "Saiteninstru- 
mente," col. 1763. For the изе of the kroumata of a lyre in connec- 
tion with setting the rhythm for dancers, cf. Ar. Th. 120ff. 

48. Fr. 144B (Edmonds, vol. 1, pp. 262-65), lines 8-10, 19- 
28. The translation is based on the Ms readings rather than the 
emendations that attempt to make the numbers correspond to the 
later accounts of Timotheus’ and others’ supposed additions of extra 
Strings. The play is dated variously to 418 or 410 в.с. 

49. For a detailed discussion of the double entendre in the 
passage, see E. K. Borthwick, "Notes on the Plutarch De Musica 
and the Cheiron of Pherecrates.” The fragment is dated by Ingemar 
Düring, "Studies in Musical Terminology in Sth Century Litera- 
ture,” 177, to about 410 в.с. 

50. Düring, 181-82, compares Ar. Ra. 1129, where the char- 
acter Euripides speaks of Aeschylus’ mistakes as being “more than 
twelve,” or as we would say, “dozens.” For chorde as “note” rather 
than “string,” cf. Pl. Phib. 56A, where the term is used in connec- 
tion with the aulos. As Düring says, "the historical development of 
the kithara . . . has nothing to do with the expression dodeka chor- 
dais in this fragment." For the probable obscene double entendre, 
see Borthwick, “Notes,” 68-69. 

51. Increased complexity is attributed also to Lysander of Si- 
cyon, whose dates are uncertain but who may have been a contem- 
porary of Timotheus. The 4th-c. Philochorus of Athens (quoted in 
Ath. 637F) reports as follows: "[Lysander] was the first kithara- 
player to establish the practice of ‘bare’ kithara-playing [psilokitha- 
ristike], stretching the strings tight and making [the instrument's] 
Voice rich and full—indeed making string. music like aulos-music, а 
practice first used by Epigonos [6th century] and his followers. Dis- 
Carding the simplicity common among kithorists, he was the first to 
Play well-colored modifications, as well as to perform on iambi, the 
magadis, and the so-called syrigmos; he alone could substitute one 
instrument for another of those at hand, and having increased the 
size of his presentation, was the first to establish a chorus around 
himself.” This passage must be treated with caution, for it attributes 
а suspiciously large number of “firsts” to Lysander, and its language 
is open to debate on several points; the most serious dispute centers 
On the phrase геп enaulon kitharisin, which some take to mean that 

~ Lysander combined wind- and string-music rather than that he al- 
tered the latter so that its sound more closely resembled the formers 
sec von Jan and Graf. 
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52. Heracles: Leiden PC 41. 

. 53. The contention that the left-hand fingers did touch the 
Strings is supported not only by the vase paintings but also by the 
remains of the Parthenon frieze, Acropolis plaque 875. The left 
hand of the figure on the left was visible; the fingers are now missing 
above the lowest joint, but enough remains to show that they angled 
forward toward the strings. 

54. Harmonics are soft tones at least an octave higher than the 
fundamental pitch produced by the string. They are created by 
touching the string lightly at a point along its length such that the 
string will be caused to vibrate, not as one unit, but as several equal 
shorter units which will sound a higher pitch. 

55. Shortening the vibrating length of a string gives it a higher 
pitch. If the pitch desired is only, say, a step or half-step higher than 
the pitch of the open string, the string must be shortened by only a 
small amount; that is, its effective length must be shortened by 
pressing it firmly close to one end or the other. 

56. The plektron is not always visible, but when it is not. the 
position of the right hand and fingers suggests its presence. 

$7. Cambridge, Harvard 1960.236, shows a satyr who holds his 
plektron up near his face, wrist rotated so that the plektron is near 
his nose, іп a position that could indicate cither the beginning of a 
stroke outward or the completion of one inward. 

58. Otto Gombosi, Tonarten und Stimmungen der Antiken Mu- 
sik, 118-120. Of the 20 examples (not 21, as two refer to the same 
vase) cited by Gombosi, only a few—not more than 4—actually 
show the plektron held between bridge and lower string fastener by 
a person in the act of playing the instrument. One of these is Boston 
26.61 (fig. 8). 

59. Satyrs: Tarquinia 678 and Frankfort, STV 4. Kitharodes: 
New York 56.171.38 (fig. 13), Boston 26.61 (fig. 8), London E. 265, 
Univ. of Canterbury, N.Z. Logic Coll. 3/53, and Leningrad 614. 

60. See also Leiden PC 3. Artemis, who holds the kithara for 
Apollo in the scene on Paris F 297, has her right hand around the 
crossbar in "tuning" position; her left hand, however, is not in the 
sling but underneath the soundbox. 

61. Eur. Jon 881ff., heptaphthongou, “seven-toned.” The same 
passage speaks of the “ery of the kithara, which rings out the Muses’ 
lovely-sounding hymns amidst/by means of the rustic, lifeless 
horns." The reference to horns has been interpreted as meaning 
either the “horns” formed by the lyre's arms or the horn used as 
material for a soundboard, The former is unlikely, since in the casc 
of the kithara the arms are not horn-shaped, and the latter is not 
supported by any other cvidence from the Classical period. A third 
possibility is that the phrase agraulois kerasin en apsychois refers to 
the means by which the kithara is made to ring out, i.c., the plektron 
(for similar instrumental datives with en, cf. Hom. Ji. 7.429, S. Ph. 
60, and so on). The point would be that the horn-plektron, though 
itself “lifeless,” can bring the instrument to life; the usc of the plu- 
ral, “horns,” is, however, troublesome if the plcktron is meant. 

62. Eur. lon 882; IA 1039. Ar. Ec. 737-41. 

63. Toplattotrat occurs repeatedly in Ar. Ra. 1281-1308, where 
Euripides parodics Aeschylus’ choral odes; trettanelo is from the 
scholiast on Ar. PI. 290, who says that Aristophanes is imitating the 
tragedian Philoxenus’ use of the onomatopoctic word to describe 
the Cyclops Polyphemus kitharizonta ("playing the kithara" of 
“playing the lyre"). Both words are here transliterated in such a 
way as to reproduce the actual sound of the Greek as accurately as 
modern theory allows. For later evidence connecting the sound of 
the letter sau with the sound of stringed instruments, sce Aristides 
Quintilianus 2.14 (Thomas J. Mathiesen, trans., On Music, by Aris- 


tides Quintilianus, 143). 


m 

64, The kitharas on New York 21.88.73, Syracuse 45911. and 
Ferrara 2893 all show this characteristic elongation of the bottom of 
the soundbox. They are dated between 450 and 420 в.с. 

65. Martha Maas, “Back Views of the Ancient Greek Kith- 
ara.” 175 and pl. 192. 

66. Examples: London В 258 and B 460. 

67. Curt Sachs, Die Musikinstrumente des Alien Agyptens, pil. 
6-8: Lise Manniche, Ancient Egyptian Musical Instruments, 81-83. 

68. The bridge of the kithara on Plovdiv 298 (fig. 7) is a rec- 
tangke (without feet”) on which lines are drawn to indicate a prism- 
Mike shape. The bridge is not always at right angles to the stnngs— 
it may ult up on the right side, as on Cambridge, Harvard 1960.236, 
lesding us to speculate that the strings on the пећ side in this 
instance may have been ones of higher pitch, since they are effec- 
tively somewhat shorter. The (possibly late) Greek term for bridge 
seems to have been magas (or, in the diminutive form, magadion); 
9. Luc. DDeor. 7.4, and Hsch., s.v. magas See also Michaelides, 
Music of Ancient Greece, 196. 

Leningrad 612, in the place where the bridge should be, has a 
peculiar large dark circle with smaller circles inside it. An excellent 
derailed representation of the lower string fastener is found on the 
instrument on а Fiesole black-figured amphora, CVA 57, pl. 2524. 
The (possibly late) Greek terms for the lower string fastener include 
baser and chordotonos; сі. Michaelides, Music of Ancient Greece, 
У. 

69. The instrument shown on Vienna 415 has long "pin"- 
shaped kollopes showing above and below the crossbar, which also 
widens at the center. 

70. Ferrara 2893, dated ca. 430-420 s.c. lacks the scroll part 
Of the ornament; bul other vases of late date, such as Syracuse 17427 
and Syracusc 45911, still have it. 

71. The serpent (or dragon") effect is especially marked in 
the case of the kithara on a red-figured kebes stand. Cambridge, 
Fitzwilliam Mus. X 13; another example is Paris, Petit Palars 304. 
Representations of the Python are rare and of poor quality; but the 
serpents dragons encountered by Jason (who is being regurgitated 
by one on the Vatican kylix by Douris) and by Kadmos (who fights 
two smailer ones on Pans E 669) will serve well enough to illustrate 
the similarity. 

n. Ar. Eq. 531-36. Although tbe ancient scholiast on this pas- 
Sage interpreted the metaphorical description of Cratinus’ senility 
as being based oo the image of a decrepit bed, recent commentators 
have noted е much more likely mctaphor of a lyre whose deco- 
rations are falling out and whose strings can no lon; be properly 
tuned. Sec W. W. Merry, ed.. Aristophanes’ Equites %, and J. van 
Lecuwen, ed , Aristophanis Equites, 101. Some erroneously take 
the amber as referring not to amber studs bot to amber “pegs” 
(kollopes), as does Н. Blümner, Technologie und Termunologie der 
Gewerbe und Kunsie bei Griechen und Romer, vol. 2. p. 384, n. 2; 
but the evidence suggests that even in post-Homeric times the kol- 
hopes were not “pegs” ia the modem 
they were normally made of icatber and wood (sec p. 64), 


dover 1964.9. and Hannover 1965 30, 


75. Sch. IL 15 256; the 


ot Аройо (chryseor) from 
{warter). 


scholias: derives the Homeric epithet 
the name for the strap of the kithara 
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76. Sec Bologna Pell. 276, dated ca. 465; Warsaw, Czar. 34, 
dated 475-50 в.с.; and Syracuse 45911, dated 450-20 в.с. 

77. London E 383 is an example. 

78. On Paris F 297 there is no loop, but the painting is inter- 
esting because (a) the sling hangs loose (it is not being used). and 
(b) the sash. apparently of different material, hangs from it at its 
"button" fastener. 

79. Other examples of the separate peg: fig. 4 and Brussels A 
200. 

80. L. D. Caskey and J. D. Beazley, Attic Vase Paintings in the 
Museum of Fine Arts, Boston, text vol. 2, р. 42. 

81. Other examples: (red figured) Cincinnati, Univ. Classics 
Library. kalyx krater; (black figured) Toledo 56.70; Oxford 
1965.116. In the notes for Munich 2319 it is suggested that the sash 
represents a narrow case that contains the extra strings. an expla- 
nation that would at least account for the fact that the sash is some- 
times painted red. 

&2. The cloth shown on Warsaw, Czar. 34, also seems to be 
fastened under the sling. Paris F 297 is apparently a back view with 
the cloth hanging at the outer arm but on the front instead of the 
back of the kithara. The arrangement shown on Austin, Univ. of 
Texas 1980.63 (red-figured lekythos, ca. 470 в.с.), also appears to 
be an exception; here the diamond-patterned cloth, shown in back 
view, is draped over Nike's left wrist, not attached to the instrument. 

83. Similarly, on Philadelphia, Univ. of Pa. MS 5399. the cloth 
seems to be draped over the arm of the instrument nearest the 
player (the authors have inspected the vase), and on Munich 2319 
the cloth hangs from behind the left side of the instrument. 

84. Other examples: Athens 1626; Bonn 72; Ferrara VP T.55; 
Vienna 415. 

85. Plektron over the bridge: New York 53.224; Vienna 698; 
Naples 192. Plektron over lower string fastener: Boston 95.45. An 
actual plektron made of bronze in the Badisches Landesmuseum, 
Karlsruhe, is discussed by Dieter Metzler, “Ein griechisches Plek- 
tron.” 
86. This method of holding the plektron is also found in a 
painting on a red-figured kalyx krater now in the Univ. of Cincinnati 
Classics Library (manner of the Berlin Painter, са. 500-475 в.с.). 

87. On Vienna 3739 the plektron cord is looped over the right 
(outer) arm of the instrument from the front; the plektron can be 
seen behind the outside edge of the arm. 

88. Huchzermeyer 47 overgeneralizes when he claims that the 
"phorminx" was usually played simultaneously with auloi, accord- 
ing to Pindar. In fact, Pindar mentions them together in only six 
instances, of which the following four are references to the 
performance of the odes: O. 3.8, 7.12, and 10.93; N. 9.8. 

89. In the scene of Heracles killing Busiris before an alter 
(Paris G 50), discussed above, there is a player of the barbitos as 
Nell as a kithara player; since the scene is supposed to take place 
n Egypt. perhaps we should consider anomalies of costume 
instruments as deliberately introduced barbarous details to indicate 
foreiganess. 


90. Bucharest 03207, dated ca. 430 B.C. 


Chapter 4: The Chelys-Lyra in Classical Athens 


1. Ar. Th. 136-41, 

2. Pi. N. 3.12, 1021, and 11.7; Р 8.31; О. 2.47; 6.97, and 
10-93. CL also P. 10,39, in which reference is made to the "shouts 
(boai) of tyres in the land of the Hyperboreans. 

3. Eur. Ph, 82-25, 

4. Pherehydes, fr. 41a (FGrH). 
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5. Pherekrates, fr. 42 (Edmonds). But see the discussion in 
chap. 6 on Ion of Chios for an exception. 

6. Eur. |. T. 143-47; Eur. Hel. 184-90; A. A. 988-94; and Eur. 
Alc. 445-47. Cf. also S. fr. 849 (Pearson) and OC 1220-23; Eur. 
Ph. 1026-31 and Alc. 430-31. 

7. Cf. Frisk, 146, and Chantraine, 651. See, contra, Boisacq, 
592, who derives the name from I.E. *lu-, *leu-d (as in Latin laus, 
laudis). 

8. Ar. Ra. 1304 and Av. 491. A fragment from one of Aris- 
tophanes' comedies (671, Oxford) mentions a particular lyre maker 
by name, one Eudoxos, on whose lyre someone is playing a twit- 
tering, simpleminded tune. 

9. Fr. 387 (PMG). The reading of lyropoios, however, is 
doubtful. Kritias fr. 67 (Diels and Kranz) mentions the term chor- 
dopoles, or “dealer in music strings.” 

10. Sapph. 44.33 (L-P): B. 20B (Snell); Ar. Th. 969; Eur. Alc. 
570; (т. 480 (Nauck). Cf. also Ar. Th. 315 (chrysolyra, "golden 
lyred"). 

11. For "lyra" in connection with Apollo, see e.g., Pi. fr. 
215a.9 (Snell); Ешг./Т 1129 and Med. 424. Cf. also Stesich. fr. 278 
(PMG) for the association of "lyra" with the Muses. 

12. A rare compound is antilyros ("responsive to the lyre"), 
аз in S. Tr. 643. 

13. Ar. И 957ff. For similar uses of kitharizein, cf. also Ar. 
Nu. 1353-58 and Phryn. Com. fr. 2 (Edmonds). 

14. РМа. Mus. 1.13. 

15. Hdt. 1.155.4. 

16. There are some small indications that the artist, though 
painting the outlines of a chelys-lyra, was really thinking in terms 
of the kithara: the lyre in a quadriga scene on Athens 12282 is 
Provided with knobs, almost unknown on the chelys-lyra; and on 
Warsaw, once Goluchow 23, in a crudely painted quadriga scene, 
the upper arms of the lyre above the crossbar are long and rectan- 
gular, and the outline of the instrument is similar to that of the 
kithara. 

17. There are seven large paintings of the chelys-lyra in quad- 
riga processions, four black-figured (two amphoras, a krater, and a 
stand), Oxford 1965.118, Paris F 232, Paris F 309, and Eleusis 470, 
and three red-figured (two amphoras and a krater), Munich 2306, 
Athens Acropolis NA 57Aa 696, and Cleveland 30.104. On the 
Munich vase Apollo rides in the chariot, and the lyra tucked under 
his arm takes up less room than would the large kithara. On Paris 
F 232 there are three wedding quadrigas, one with no instrument, 
one with a kithara (played by a bearded man), and one with the 
chelys-lyra and a youthful player. The figures in the small paintings 
are difficult to identify, but Hermes, Athena, Dionysos, and satyrs 
can be recognized in some of them. Apollo is presumably the lyre 
Player, though the exaggerated bun (krobylos) on the back of the 
head that this style produces has sometimes led writers 10 say that 
the figure is female. Several vases present a lyre player with white- 
Painted arms and face, the conventional indication that the player 
is female. Another unusual detail is the presence of a figure seated 
On a diphros (stool) usually at the horses’ heads, a feature rarely 
found in the quadriga processions on large vases. and in the chelys- 
lyra group, only on lekythoi and a single cup. Both the white- 
Painted flesh and the seated figure are found on funerary vases on 
which the figures have no identifying characteristics. 

18. On Bologna 292 Artemis holds the phiale and Apollo car- 
ries only a staff (a youth to his left carries thc chelys-lyra). Bchind 
Artemis on the right is Leto, seated. it appears. on a rock. Beazley 
Suggests the youth is Mousaios, but he does not give a sufficient 
reason. 
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19. There аге a number of paintings of Apollo alone, or single 
figures that can be assumed to be Apollo, holding the chelys-lyra 
in the left arm and a phiale in the right hand, an abbreviated version 
Of the libation scene. Apollo is often seated, as in the white-ground 
plate Delphi 8140. The standing woman on Athens 1300 holds both 
а chelys-lyra and a phiale and may represent Artemis, though she 
is alone. 

20. The two examples of Heracles' introduction in the present 
sample arc Trieste S 424 and Berlin 2278. Thc paintings of Apollo 
and Marsyas arc Bologna 301 and London 1920.6-13.2. 

On a hydria by Polygnotos, Gotha 51, Apollo stands to the right 
of an altar with the chelys-lyra; a man identified as Diomedes (a 
Greck who fought in the Trojan War) stands with a youth at the 
left; and above the altar flies a Nike. 

21. The two scarabs. both in the Boston Mus. of Fine Arts, 
are pil. 304 and 351 in Boardman, Greek Gems. 

22. A Roman relief at Naples, said to be a copy of a Greek 
relief from the Sth century в.с., portrays Orpheus with Eurydice 
and Hermes: Evelyn B. Harrison, “Hesperides and Heroes,” pl. 12d 
and pp. 76ff. 

23. The sickle-shaped knives of the Thracian women suggest 
that this story has its origin in a fertility myth. The story also sug- 
gests that Orpheus (said to have foresworn women after the loss of 
Eurydice) was killed for alienating the affections of the Thracian 
men (see chap. 6). The painting on Ferrara T. 563, if indced it is of 
Orpheus, seems to show him with a woman's breast, apparently to 
suggest effeminacy. The figure is in the clothes of a Thracian man 
(short chiton and boots) and is seated on a rock, as Orpheus often 
is portrayed. Across from him is a winged Eros, a branch in his 
right hand and what appears to be an cxtinguished torch in his left. 

24. There are exceptions: On Vienna 697 and Boston 00.356 
it is a Muse who has the chelys-lyra, and on Schwerin KG 706 and 
Adolphscck 68 both Apollo and a Muse have a chelys-lyra. 

25. Others arc Ferrara T. 127, Hannover 1961.24, and Cam- 
bridge Fitz. G. 73. Henry R. Immerwahr, "Book Rolls on Attic 
Vases." includes sixteen vases that show Muses holding scrolls. 

26. Traditional names of the Muscs arc provided by Hesiod 
Th. 2SÍ(., but they were not individually assigned to specific arts 
until Roman times. In this painting Terpsichore plays a harp, and 
there is a "late phorminx"" suspended on the wall above and behind 
her; for discussion of these instruments sce chap. 6. 

27. For the instrument usually played by Thamyras, and as- 
sociated with him, see chap. 6. On a much damaged late 5th-c. vase 
(New York 16.52) the central facts of the story are not in evidence: 
we see only a young man playing the lyre surrounded, with no hint 
of conflict, by seven of the Muses, playing lyres and krotala, and 
two Erotes. There are a tree to indicate the out-of-doors and an 
altar, a platform with three small female statues. Perhaps there was 
а version of the story in which Thamyras was said to have been at. 
one time a favorite of the Muscs, as hc scems in this painting. 

28. J. Caskey and J. D. Beazley, Attic Vase Paintings in the - 
Museum of Fine Aris, Boston, 1:36. Sce ARV! 774 for other opin- 
ions. 

29. The three women on the B side of Vienna 697 are Muses, 
though only one has an instrument, the chelys-lyra, for the A side 
of this bell-krater shows Apollo with two lyre- and aulos-playing 
Muses. Other vases of the late Sth and early 4th centuries show 
Muses with the chelys-lyra, among. them The Hague, Scheurleer 
623, and Munich 3268. an Apulian volute krater. 

30. On the difficulty of exact identification of the youth in many 
cases, see Sophia Kaempf-Dimitriadou, Die Liebe der Götter in der 
anischen Kunst des 5. Jahrhunderts V. Chr, 16-21, 81-93. Some 


Eo Titbonos scenes do not include a lyre. The association of the 
Chelvs-Iyra with schoolboys is discussed below. 

` On туюп London E 787 there are two Eos figures pursuing one 
youth. Sance the youth ts ficeing, there seems no need to reinterpret 
the winged figures as Nikes. On Cambridge GR 22.1937 it is Eos 
who holds oot the lyre toward Tithonos as she pursues him; he 
prepares to strike her with a small branch. 

31. Caskey and Beazley, Amic Vase Paintings, text vol. 2, p. 37. 
The second youth is included on Chicago 89.95, Genoa 1216 (where 
he wears “hunter” costume), and on Hearst Hillsborough 21. 

32. There is another bearded man on the far left, behind Eos. 
The scene is nearly the same on the other side of this vase: here the 
bearded man with a scepter stands between the vouths, both of 
whom have lyres, and there is a third youth (Dardanos?) flecing on 
the left behind Eos, in the place of the second bearded man. 

33. The same scene, differing only in small details. appears on 
both sides of the vase. 

34. Adesp. 405 (Nauck, TGF). 

35. Paris is also portrayed without the lyre in some paintings 
of this scene. On London E 330 Hermes alone approaches Paris— 
there are no goddesses included in the scene. 

36. On Berlin 4043 both Aphrodite and Hera carry apples, 
which therefore cannot serve as attribute for either (nor can оос of 
them represent the "Apple of Discord”). There is also a Nike in 
this scene, she docs not reveal the winner (Aphrodite), however, 
for she stands next to Hera. Hera also carries an apple on London 
E 178. On London E 445 Artemis carries a flower. 

37. Hyg. Asır. 2.2, Sce W. Gundel, “Lyra,” RE vol. 13, pt. 2, 
cols. 2489-90. 

38. Diels 2.143.9. 

39. Lekythoi Oxford 311, Athens 1809 and 18599; astragalos 

‚ New York 40.11.22, scarab from Boston, no. 333, in Boardman, 
Greek Gems. For а comprehensive survey of Eros figures in vase 
painting, sec Adolf Greifenhagen, Griechische Eroten. 

sae The same scenc appears on the interior of kylix Florence 

41. There are sometimes tables alongside the couches in these 
paintings, but there is no food on them—it is after dinner and time 
for wine and cntertuinment. 


А 32. On New York kantharos 65.11.4 the chetys-lyra is actually 
being paved by an elderly guest with loog white hair (and a red 
beard!). The scene includes an entertainer Playing the aulos. 

43. The framing figures on Copenhagen Chr. VIII 991 are not 
seated: they are walking away to either side and looking back at the 
scene. 

44. On skypbos Cambridge, Harvard 1927.30.21, the central 
figure ns seated, not reclining on a couch, and the scene is framed 
by walking. draped figures. On а small Squat tekythos at Thessa- 
Маім there ате no figures other than that of the bearded man who 
Feclines ов а Couch; the уге (painted in white) hangs above him, 
из it docs in some symposium scenes on larger vases. ' 

45. Mainz 91 is another example, 

36. A рп in a knee-length chiton (bound in at the waist 

and 

headband dances (elbows out, hands close to — шшр 
kyin in the Hermitage, Leningrad (pbotograph by J. M. Snyder). 
А chehelyra lies on the ground at ber right. i ў i 
A woman wath krotala dances to 
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47. The Romans were aware of this practice. Cicero (Sen. 8.26) 
makes his character Cato say that although he learned Greek late 
in life, he was unable to emulate Socrates’ old-age feat of learning 
to play the lyre so as to be able to accompany his singing. 

48. Ar. Eq. 985-96. 

49. Fr. 361 (Edmonds). See also n. 47. 

50. Plu. Them. 2.4. 

51. Plu. Per. 4.1-2; Pl. К. 4.424C. On Damon, see Anderson 
74-81. 

52. All the school and palaestra scenes (some forty vases in 
all) are painted on red-figured vases, with the exception of Boston 
61.1233, a late 6th-c. black-figured skyphos, possibly made in Sicily. 

53. The words may be translated “My Muse. by the smooth- 
flowing Skamandros I begin to sing. . . ." This fragment appears in 
Diehl's Anthologia Lyrica as Stesich. fr. 26. See Immerwahr, "Book 
Rolls,” 19: “The boy seems to be reciting, the teacher checking.” 

54. There is no evidence of singing in the scenes discussed 
above, but on Cambridge, Fitzwilliam GR 8.1955 a youth sings 
(head raised, mouth open) while a bearded instructor sits playing 
the aulos. (There is a chelys-lyra hanging in the field.) 

Several of these paintings have a second bearded man standing 
Or sitting 10 one side; he is taken to be a paidogogos, a slave ог 
freedman who accompanies a boy to school to protect him and sec 
that he attends as he should. The paidogogos on London E 172 (see 
above) holds the chain of a young panther as he waits on the far 
left; on Munich 2421 he is named (Demetrios) with the words vai 
Tür, i.e., "drawn from life." 

On Philadelphia, Univ. of Pa. 30-33-130, a black-figured kylix, 
two figures, each with a lyre, are seated facing cach other between 
palmettes. The figures may be women (the hair is done up in a knot 
on the back of the head); the silhouette technique does not permit 
identification. 

55. On black-figured skyphos Boston 61.1233, the boy is nude 
and holds a strigil and aryballos (skin scraper and oil flask). 

56. London E 525 and Washington 136373. 

57. The tablets with a stylus, suspended in the background on 
Stamnos (storage jar) London E 454, reverse side, where three 
youths, one with chelys-lyra in his hand, stand conversing, similarly 
identify the location as a school. Two other stamnoi, London Е 455 
and E 456, have similar scenes on the reverse but without the tablets 
in the background; and a considerable number of other large vases 
also have this rather simple scene, which, even without the tablets, 
may be tentatively designated as a "school" scene. 

58. New York 58.11.1 is a good example. Others: Paris О 486, 
Cambridge, Harvard column krater, Laon 371059, Berkeley 8/930, 
sa 1259, Chapel Hill kylix (lyre under handle), Copenhagen 

59. Columns can also be seen in similar scenes on New York 
— Athens L 546, Oxford 1929.4, Sevres 2038, and Athens 

60. Other vases showing a rabbit being offered: New York L 
68.142.15, Frankfurt 304, and Madrid 11268. Gesture of refusal: 
New York 52.11.4, Madrid 11268. On courtship and love gifts. 5€ 
К. J. Dover, Greek Homosexuality, 91-100. 

61. The youth with lyre faces right in one fragment, the Eros 
keft in another; the Eros does not appear to pursuc either youth. 
The two figures on a ceramic “bobbin.” New York 28.167, are re- 
гей as Zephyros and Hyakinthos by both Beazley and Richter, 
who note that the hair of the winged “Zephyros™ figure is straight 
(“wild”). But the two figures are remarkably alike. apart from ! 
wings and (pari) straight hair of the one on the left; both wea 
Crown-like circets, higher in the front, on their beads. It seems 9012 


NOTES TO PAGES $9-92 


possible that the youth on tbe right (with a chelys-lyra) is bei 

ar vb (perhaps as a result of his lyre se. — 

BEE ak оды шыс манме ынча ЕЗ ч 

be a platform. 

— vere 2323 one of the two Nikes (the one presenting the 

not winged; she may, of course, represent a mortal 

woman, perhaps the boy's mother. 

— rub кю holds out the lyre to the youth on London E 
i ve wings, nor does the woman making a gesture 

Of acclaim on Rome, Vatican 432, a black-figured oinochoe by 

Amasis (see further discussion of this vase |n. 63]). 

63. The bearded judge stands on Geneva 14987; on Florence 
74355 the figure in himation with staff (head missing) may also be 
the judge. The wreathed, bearded man seated on a diphros holding 
staff and flower on Rome, Vatican 432, may be a judge; though the 
scene looks domestic at first glance, the woman gesticulating behind 
the lyre player may be a goddess (a small fawn or kid stands near 
her), ivy branches surround the young man's lyre, and the youth in 
short chlamys with spear, a dog (probably—the head is damaged) 
beside him, may be the judge’s attendant. 

_ The young (beardless) man in а himation who stands leaning on 
his staff on Geneva 14986 does not appear to be a judge. 

The scene on Athens 17539, much damaged, shows threc youths: 
опе whom a Nike approaches, perhaps presenting a fillet; another 
with a lyre; and a third without lyre. 

64. There is a similar scene, but including an aulos player, oa 
the reverse of this vase. Nike bearing phisle: Gela 112/13 and 
Taranto 54384. 

65. Another custom that may have been followed in connection 
with contests is the dedication of votive objects at a sanctuary. The 
class of small terra-cotta figures from Rhodes of a standing young 
man with a lyre were perhaps made for this purpose, as was the 
small bronze, New York 08.258.5, a standing, bearded man in a 
chiton who plays the chelys-lyra and bears the inscription, in Attic 
alphabet and dialect, “Dolichos dedicated me.” 

66. On New York L 1970.32.6 a youth holding a lyre at his 
side holds out a phorbeia (aulos player's cheek strap) over the altar. 
The youth on London E 132 stands tuning his lyre, and on New 
York 22.139.72 the boy sits on a stool before the altar while playing; 
a long bag hangs on the wall next to him. On Athens Agora Р 7246 
the youth is also seated, but the lyre hangs on the wall, and he is 
wrapped in his himation. 

67. Other choes with similar scenes: Athens 1546, Athens 
1230, and Copenhagen Chr. VIII 519. 

68. Several vase paintings seem related to the sailors-and- 
sirens myth: Paris CA 74 shows three sirens on rocks playing lyre, 
auloi, and krotala; there is a small dolphin in the field (two other 
vases also show harpies on rocks). Two vases by the Athena Painter, 
London B 651 and London 1920.3-15.1, show sirens on low plat- 
forms. In some instances there are human figures on either side of 
the siren. The representations found include a scaraboid, Paris M 
2847, engraved with the figure of a siren holding a chelys-lyra with 
а flattened (7) base. It belongs to the second half of the Sth century. 

69. Two of the three standing women are also named: Niko- 
polis and Kallis. The former appears on another hydria (both are 
by painters in the Group of Polygnotos), Florence 4014, discussed 
above (see women dancers). For another painting of Sappho * 
the chelys-lyra, see N. Kunisch, ed., Antike Kunst aus Wuppertaler 
Privatbesitz, no. 49. 

70. On Brunswick 219 some of the women arc named t00: the 
bride is Kleophonis, and the other women are КЇеобоха, Euphemia, 
Kicodike, and Phanodike. 
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71. Scenes in which the bride a are more 
especially on lebetes. See chap. 6. RR — 

72. According to Beazley (ARV? 1179) there is a winged figure 
оп both sides of the scene; he therefore calls them Nikes. 

73. On Florence 3933 the second woman has no instrument but 
holds out a circular fillet to the lyre player. 

On London E 326 a woman holds out both chelys-lyra and auloi; 
the second figure is a youth. A seated woman plays the lyre, feet 
оп a small stool, while а man leaning on a staff with a small bag in 
his hand listens on Rhodes 12887. 

74. London 459 and Cambridge, Fitzwilliam (no number), nos. 
316 and 416 in Boardman, Greek Gems. Several vases also depict 
a running youth with a chelys-lyra: Bologna 361, Paris С 17, and 
Adria B 809. 
| 75. On a black-figured lekythos in the Eleusis Museum there 
is only one listener, with a white face. On New York 57.12.12 the 
player stands between two seated figures, “Apollo and two seated 


76. In two examples a young man with the lyre and a woman 
are shown together: red-figured skyphos frag., Tübingen S/10 
1630b, and Athens Kerameikos Gr. 131, P 28, 1116, а white-ground 
lekythos. 

77. A bearded man in himation and headband with a single 
“point” in front carries а chelys-lyra and looks back on kantharos 
Warsaw, once Goluchow 64. The scene may be related to the one 
on the reverse side, where a youth holds out an aryballos. 

78. On a white-ground eyecup a man with the chelys-lyra and 
a woman with auloi sit between the eyes; a (palm?) tree between 
them suggests Apollo and Artemis: Karlsruhe B 777. [n a small yet 
heterogeneous group of red-figured cups we find two youths, both 
with a lyre or one with lyre and the other with auloi. In most of 
these scenes there are other figures as well, other youths or women; 
the women on New York 23.160.54 have flowers, a perfume vase, 
and a fillet. 

79. Aulos and chelys-lyra account for almost half the scenes 
with another instrument present, nearly 2 tenth of all chelys-lyra 
representations. In addition, there are a number of paintings in 
which, though no aulos is visible, an autos bag hangs on the wall or 
dangles from the lyre player's wrist or the arm of his instrument, 

80. The Muses, with barbitos, auloi, and five chelys-lyrai, fill 
the space surrounding Thamyras (who plays the kithara) and Apollo 
on a vase discussed carlier, Ferrara T. 127. 

81. The harp in London E 271 is discussed in chap. 6. 

82. Orpheus is sometimes portrayed wcaring laurel wreath and 
himation, sometimes wearing "Thracian" costume (short tunic and 
high boots), as on Boston 90.156. 

83. On vases painted near the end of the 5th century we oc- 
casionally sce a nude Apollo, and there arc some “formal” scenes 
(such as libation scenes) from this time in which he wears only the 
himation. 

84. The plektron itself is not always clearly visible, but when 
it is not, the fingers of the right hand are bunched as they are in 
holding the plektron, and the hand and wrist form the same angle 
scen when the plcktron is visible. 

85. There are, however, rare examples in which the hand is 
quite close to the strings on the side away from the player: these 
might be interpreted as showing the beginning of a stroke inward, 
though we do not consider it likely: Vienna 1788; New York 
22.139.72. a 

86. There are also 15 vases at hand on which the performer 
holds the picktron at the center of the instrument, on or near the 
strings. In at least one-third of these either the strings or the players 
hand is not clearly shown; in others, a fold of cloth or (in the case 
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of seated players) the performer s thigh comes between the plektron 
and the instrument. There аге only five instances in which tbe plek- 
tron touches the strings, and none of these allows us to reach a 
-conciusion about the direction of the stroke or affords апу evidence 
that the plektron is plucking one string at a time. In one further 
case, the plektron is shown just to the right of the strings, and low— 
near the lower ends of the strings on the outer side (Londoa B 167, 
Big. 8). But in no case is the plektron shown on the strings below 
the bridge. in the position suggested by Gombosi as a way of chang- 
ing the pitch of the strings by pressing the plektron against them 
{see chap. 3). 

87. There arc also a number of examples in which the left- 
hand fingers, tightly curled, appear to grasp the strings. In about a 
dozen cases the lyre is definitely not being played: the player may 
have а libation dish in bus right hand (as in Delphi 8140) or may 
hoid the picktron down by his side (as in Brussels A 1020, fig. 23). 
Tn a few other cases his right hand is near some point in the usual 
‘fine of stroke-and-return, but the player appears to meditate or to 
give his attention to something else, so that perhaps no actual play- 
ing ts in progress; his left hand may be grasping the strings or per- 
haps absenimindedly plucking them with the thumb (see fig. 4 [New 

_ York 24.97.30}, London Е 178; and Hamburg Inv. 1900.164). 

88. A small number of vases that show a player who is not 
actually playing. i.e., whose right hand is not being used for this 
purpose, have been considered in reaching these conclustons, since 
the left hand maintains the same positions observable among players 
who are fully engaged. Vases on which the player's thumb is not 
actually visible have also been considered here if the other fingers 
are straight, ‘The core of this group consists of over a dozen chro- 
nologially well-distributed vases showing a performer whose left- 
hand thumb is visible and whose nght hand uses the plektron to 
play. 
89. Left hand tilted: Vienna 947; once Northampton, Castle 

Ashby 67. A more doubtful example; New York 06.1129. on which 
the hand is very ulted; both the thumb and third finger may be 
plucking the stringy. 

0. Another example is Trieste S 424, on which the player's 
thumb is quite separate from the fingers and somewhat bent back: 
the fingers themselves are curved somewhat toward the inner arm. 
On Hillsborough Hearst 17 the player's thumb is out, but the fingers 
curve forward: similar positions are rarely found elsewhere except 
when the player is tuning (and presumably plucking two strings at 
once with — little finger to test their pitches). See also once 
Northampton, Castle Ashby 74, where the li i 
sirih шсш, y little finger is extended 

Good red-figured examples of the left hand with fingers and 
thumb quite s t and separated 
— d sena аге Mykonos 970 and а Rome, 

91. Good hlack-figured examples include Oxf э 
Oxford 1965.118; the "teacher" on Berlin 2235 — 
in pee as is the "student" on Oxford 1914.734. 

, in New York 22.139.72 the player plucks with his t 
bis other left-hand fingers are curted; New York 96.18 — 
example. New York 41.162.169 shows us a woman whose left-hand 
fingers are bent straight forward to touch the strings of her tyre; her 


90€ to pluck the strings. 
a back view. Another back 
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fingers are bent stiffty from the first knuckle (the palm) while the 
third finger curves forward. 

93. A similar example (a series of o's) is found among the 
players of the barbitos (see chap. 5). on London E 171; the o's are 
Bot visible on the CVA photograph. 

94. Singers to the chelys-lyra may be included among groups 
of partygoers on two other vases: Rome Mus. Capit. 122 is painted 
too crudely to make it certain that the player sings; and Rome Villa 
Giulia 3584 is too damaged, though it does seem likely that the 
Player is singing. 

95. The youths who play before the altar on New York 
22.139.72 and Toronto 365 have their lips slightly parted. and on 
London E 390 Orpheus, playing his lyre while seated on a rock, 
appears to sing for the Thracian men. 

96. The chelys-lyra is also identified by Eur. HF 683 as having 
seven strings. 

97. Lines 252ff. in D. L. Page. ed., Select Papyri, vol. 3. 

98. S. fr. 238 and fr. 244 (Pearson) Pearson's comment that 
pektai lyrai is a periphrasis for pektides is questionable. On animal 
horns, cf. Hdt. 4.192.1 on the Libyans’ use of antelope horns in the 
construction of lyres. 

99. The relevant comments are collected by A. C. Pearson, 
ed., The Fragments of Sophocles, vol. 1. pp. 27-28. None of the 
commentators mentions the important description in the Homeric 
Hymn to Hermes. Instead, they generally conclude that horn is the 
contemporary replacement for reed but without mention of its exact 
placement or function: the only hint of location is contained in their 
common view that the material is “placed under" the lyre. Do they 
mean that horn was used as reinforcement for the soundbox? Or 
are they referring to something placed under the strings. i.c.. а 
bridge to support them? 

100. Of 246 instruments that can be measured in this way. 64 
are опе (or slightly less) to 1% as tall as the forearm measure: 117 
are from about 1'⁄ to 1% of this measure; and 65 are from about 
1% to 2 times this length. 

In some cases, the conditions under which items were studied 
(photographic distortion, vases locked in display cases, and so forth) 
have made measurements of great exactness impossible. 

101. Similar remains at Arta measure 16.6 by 13.1 cm. and 
those at Argos are 17.5 cm high: Panayiotis Phaklaris, "XEAYZ." 
(The surprisingly small dimensions of these shells. which belonged 
to Іутеѕ found in graves or in the refuse (rom offerings at temples 
of Apollo, are perhaps accounted for if the instruments were made 
to be grave or temple offerings.) In the vase paintings. the width of 
the soundbox is normally the same as, or only slightly less than, the 
width between the arms, 

102. Of 386 instruments with strings that can be counted, 53 
have two or four strings: 42 have five; 92 have six: 180 have seven: 
14 have eight; and 5 have nine strings. Instruments with two to four 
Strings and those with five strings appear mainly on lekythoi and 
similar vases that are generally small and poorly painted. 

103. For examples of the extremes, see black-figured amphora 
San Simeon 5498 (parallel strings) and red-figured hydria Athens 
1176 (widely diverging). 

104. The depth of the chelys-lyra's soundbox can be seen in figs- 
7 and 23. For assistance in identifying the testudo marginata. the 
authors wish to thank John Condit and George Dalrymple. De- 
Partment of Zoology. Ohio State University. 

105. Sec the discussion of the shape of the arms below. On a 

- Cornelian scarab, probably from lonia (Boston 98.734). а 
Youth tunes a lyre that appears to be made of the skull and horns 
Of an antelope or gazelle. See also n. 98. 
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106. For a discussion of the way in which the bridge and cara- 
pace might have been used to brace the arms of the lyre and a more 
Getailed discussion of the construction and reconstruction of the 
chelys-lyra, see Helen Dalby Roberts, “Ancient Greek Stringed In- 
Struments, 700-200 s.c.," 37-128. 

107. Rounded shapes: London, Kalymnian stater, late 6th cen- 
tury; London, drachma from Pordosilene, after ca. 450 в.с.; Cam- 
bridge, Lewes House, green jasper scarab, late 6th century; New 
York, cornelian scaraboid from Cyprus, early Sth century. 

Several particularly squashed-looking examples on Athenian 
vases such as London B 171 may be yet another experiment with 
perspective, though one cannot rule out the possibility that the nat- 
ural oval of the tortoise shell was sometimes used sideways, with an 
arm fitted at each end, or that some other soundbox material is 
depicted. 

108. Some of the terra-cottas in the class of Lindos 2355 (а 
young man standing holding a lyre) indicate the individual shel! 
"bumps" (laminae) with rounded, raised sections, as does a Karian 
Stater with a lyre in back view (see a. 111). A coin with a whole 
tortoise on it shows this feature in the same way. For the view that 
the soundbox was often of wood, sec Phaklaris, "XEAYZ," 
рр. 230-31; but lyrai elephantinai (IG I! 276.15) is surely a generic 
use—the instruments meant were probably ivory-decorated kith- 
aras. No evidence has come to light to show that the lyra might be 
made of wood and decorated with tortoise-shell laminae (Wegner, 
Musikleben, p. 37-38). 

109. On a white-ground vase, Boston 01.8080, the belly of the 
instrument and the strings are painted in a golden yellow. For an 
account of a method of fixing the hide in place used in an experi- 
mental reconstruction, see Helen Roberts, “Reconstructing the 
Greek Tortoise-shell Lyre.” especially pp. 309-10. 

110. Holes in edges of shell remains: Phaklaris, "XEAYZ," 
Pp. 222-25. Short lines or dots on border: London E 58, Florence 
3946, London E 191, London E 178, and Adria B 254. 

On several vases the shell has a border painted with tortoise- 
shell markings, as if these were the marginal laminae, though the 
shape of the shell is not the natural shape: Adria B 534; Athens 
1418. 

Some paintings show no border at all: London E 159, London 
E 445, and Munich 2421. The chelys markings on the latter are 
unusually fanciful (sec fig. 21), resembling macanders. 

On a few front views of the chelys-lyra a border can also be 
seen: New York 28.167, Vienna 3700, and Chicago 89.95, for ex- 
ample; the last also has small black dots along the border. If this is 
not a mistake, it may represent a narrow band of hide fastened over 
the edge for greater strength. 

111. On a stater in London, late 6th century, from Kalymna 
(island of Karia in the eastern Aegean), the back of a chelys-lyra is 
represented, with realistic pattern of raised laminae, The shape of 
the shell itself is round, except for an irregularity at the bottom. 

On the reverse side of a drachma from Pordosilenc (Lesbos) 
dated after ca. 450 в.с. (London) is a chelys-lyra without sheli mark- 


ings, but with a raised border. ND 
112. The painter might simply be trying to make the bridge vis- 
ible when much of the soundbox is obscurcd, or (0 paint the — 
ment from an unusual angle (һе might also, of course, be e 
Or unobservant). Other cxamples: fig. 9; Ann Arbor, Univ. of ac 
2601; Athens 1809. Bridge at thc middle of soundbox: Laon эг : 
Munich 2323; Cambridge, Fitzwilliam GR 22.1937; New Yor 
28.167. бше 
113. An unusual bridge, in both size and siepe tec y 
on Gela 112/13. It is almost as wide as the soundbox, — pud 
upward, and its upper edge has 8 series of five bumps. Я 
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ever, do not coincide in any regul i А А 
enin any regular way with the strings passing 

114. Examples of curved bridges: Taranto 54384, Plovdiv 298 
(уге on left), and Florence 3933 (a thick bridge). Dots or heavy 
outlines at ends: Munich 2323, Adria B 330, and Berlin 3359. Some 
bridges are wider at onc end, as on Athens 1809, perhaps also as a 
way of indicating that they have feet. 

115, Phaklaris, “XEAYZ,” pp. 228-30. 

116. Rounded comers: Gela 112/13; Taranto $4384, and Vienna 
3733. In a few instances the lower string fastener is represented as 
а single curve, the ends of which touch the lower edge of the sound- ` 
box: vases New York 12.236.2 and 25.189.2, both by the Meletos 
Painter; Kassel vase T.436; and a scarab, probably East Greek, 
Berlin 11.863.66. All these are dated to the second quarter of the 
Sth century. 

117. The other curious examples are unusual only in the shapes 
of the sides or the placement of the device itself. Sides of lower 
string fastener, unusual shapes: on London E 341 the lines are 
straight but slant inward; on Paris G 436 the curved side-lines join 
the long top line not at its ends but well in toward the center; on 
Oxford 312 the visible side is in two parts—first a short, straight 
line perpendicular to the top line and below this a line that curves 
inward. On London E 214 each side is shown as three short lines 
at right angles to onc another and the long top linc. going down, 
inward, and down again and making the device quite narrow at the 
edge of the soundbox. 

In а few cases, the string fastener is placed higher than usual, 
its sides not touching the lower edge of the soundbox, but all these 
are carelessly painted vases: Athens 1809, low but not touching 
edge; Athens 1982, middle of soundbox; Athens 635 and London 
E 326, near top of soundbox. The reason for these, visual or prac- 
tical, is not at all evident. 

118. Other examples: Munich 2323, New York 41.162.86, Flor- 
ence 81268, and London E 172. 

119. Fr. 51 (no. 212, Kirk and Raven). The exact reeding is 
uncertain; many favor palintonos ("stretched backward") but others 
defend palintropos (“turning back"). as С. Vlastos, “On Heracli- 
tus." Sec also J. M. Snyder, “The Harmonia of Bow and Lyre in 
Heraclitus Fr. 51 (DK). | 

Sec also Adesp. 951 (PMG), a fragment quoted by Aristotle, in 
which a bow is compared to a “‘stringless phorminx." This also sug- 
gests a parallel in the shape of bows and instruments of the lyre 
type. The diagrams in Phaklaris, “XEAYS." figs. 8 and 10, and 
the reconstruction in the British Museum do not take the curvature 
into account. 

120. The hide shows a few wrinkles where the arms enter on 
Ann Arbor, Univ. of Mich. 2601. For a detailed discussion of the. 
way in which the arms might have been braced and fastened within 
the soundbox, sec Roberts, "Ancient Greek Stringed Instruments, 
700-200 s.c.." 43-44, 76. 

121. Other examples: arms curve in same direction on Athens 
1241; The Hague, Scheulcer 623; Plovdiv 298, Arms curve in same 
direction only at top: Ferrara 7.563; London 1920.6-13.2, Outer 
arm curves more: Berlin 4059. : 


122. See n. 98. 
123. Some examples: Chicago 89.95, New York 07,286.47, Co- 


penhagen 3878, and Boston 61.1233 (possibly made in Selinunte. а 
Sicilian colony). | 

124. Іп а few cases the lines begin slightly above the crossbar, 
run down tbrough the "notch" that holds the crossbar (discussed 
below). and continue for a short distance below it; this may be 
nothing more than carclessness. Sce Hamburg 1900.164; Gela 112/ 


13, 
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On Berlin 2291, on the other hand, the lines begin some distance 
‘Below the crossbar, at the inner edge of the arm, curve gradually to 
the center, and run down the center to the soundbox. The lines 
Fanning down from the crossbar on New York 58.11.1 end in a pair 
‘at horizontal rings on each arm. 

125. Short line from top: Oxford 312 and Berkeley 8/4581. Line 
that pins with line below crossbar: Florence 3946, Cambridge. Har- 
vard 1895.248. London Е 274 has lines only from the top to the 
Crosshar, none below. Once Northampton, Castle Ashby 67 has lines 
from the top 10 the crossbar, and lines on the lower part of one arm, 
resembling those on Berlin 2291 (see n. 124). 

126 Arms in white: Delphi 8140: Athens 12282; Tarquinia 640 
(paint wom away; Kavala A 1789. Arms in white to point below 
crossbar: Würzburg Н 5169, Athens 635, Athens 1982. On Athens 
Agora P 43 (fig 20), the arms are white only above the crossbar; 
оа Rome, Vatican 432, they are white only below the crossbar, for 
а short distance. On Boston 00.356 the arms were done in gilded 
relief: some traces of gold remain on the left arm. 

127. Rings around tips of arms: London E. 177; Oxford 312; 
Berlin 2291; Oxford, Miss.. once Robinson Coll.; Florence 81268. 
On Berlin 2547 the tips of the arms appear to be carved to two 
points. On a scarab at Cambridge (Lewes House) a youth runs with 
э tyre that hay round knobs at the tops of the arms. 

128. Fragments, possibly Sth century B.c., assembled by British 
Mus., London 1916.6-10.501. The crossbar has apparently warped, 
twisting it so that n cannot be placed in both notches. It seems likely 
that this зу а child's instrument, as its height is only approximately 
45 cm (the original shell survived only in small fragments). In the 
Present reconstruction, which docs not attempt to show that the 
arms would have tilled forward, the arm notches are at the back, 
though the evidence of the paintings suggests they were more com- 
monly at the front, despite the loss of structural Strength this might 
involve. 

129. Other examples: Athens Acropolis NA 57Ааб9%6; Mykonos 
970; Hamburg 1900. 164. In a few examples it appears that the artist 
did not understand the purpose of the notch. It is Painted too low 
(below the crostar) on Berkeley 84581: Cambridge, Harvard 
1895.248; and Boston 00.347. On a vase once Northampton, Castle 
Ashby 67, the curved line of the notch is above the Crosshar—but 
there is а curved line on the crossbar too, and the outlines of the 
Crasshar are painted across those of the arms. 

130 Back view: Los Angeles 48.25. Front views: New York 
12.246 2 and New York 25 1$9.2 (these two by the same painter); 
New York 22 139.72; New York 41,162.86: Athens 1176; Taranto 
54354; Levee $73, 

131. Crossbar on back: Athens 1241 (the Muse's chelys-lyra, 
m сомы unusually high}; Paris G 162: Florence 81268: Athens 

2803, Vienna 1093; London, drachma from Pordosilene, Lesbos, 
after 4%} в. 7 ` 

Crossbar on front: Berlin 2288 (Douris); Paris terracotta В 115; 
согаснап scarab Berlin 11.86.66, possibly Toman: London, Каут. 
mian Mater. cx. SN) ac И 

А 132. The lyre on Paris G 162 (sec n. 132) has a crossbar 
tehiod the arms and apparently attached 10 them ep The 
hyre has several ether odd features: the crossbar is fixed very hugh: 


135 White ends of crossbar Rome Vatican 432; 

E 1 Boston 
61.7233, Loodon B 167 Whole crossbar white: Kav 789. 
ala А 179: 
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134. New York. Met. Mus. Cat. (1956) no. 41, cornelian scara- 
boid from Cyprus; Berlin 11.863.66. cornelian scarab. possibly 
Ionian; Boston 98.734. cornelian scarab. Crossbar knobs only: Lon- 
don 459. cornelian pseudo-scarab. All these are dated between 525 
and 450 в.с. 

Phaklaris, “XEAYZ,” р. 228, indicates that the crossbar had 
holes for the fixing of the kollopes; but there does not seem to be 
any solid evidence for this, and it is unlikely in that this would 
prevent the kollopes from being adjusted to tune the strings. 

135. Kollopes in white: Delphi 8140; London E 400. 

136. On Munich 2413 two Erotes hold the chelys-lyra, one front 
view, one back; but in both cases the kollopes are on the side away 
from the viewer. 

137. Berlin 2278; Ferrara 1.563; London. 5th-c. tetradrachm 
from Abdera, Thrace; London, late 6th-c. stater from Kalymna, 
island of Karia: early Sth-c. cornelian scarab (Boston 98.734, which 
has raised circles only above the crossbar). 

138. For further discussion of the nature and use of kollopes, 
see chap. 3 and Roberts, "Ancient Greek Stringed Instruments, 
700-200 в.с..." 60-66. 

139. Other unobstructed views of plektron: New York 28.167, 
New York 96.18.76, Copenhagen 3878, Vienna 3700, Florence PD 
267, and Florence 91288. 

140. Athens 1467; London E 391. 

141. Examples: Paris, Petit Palais 319; London Е 149; Oxford 
312. 

142. However, the carefully painted plektron that hangs from 
its cord on New York L68.142.15 appears not to have any handle. 

143. The tassel is to be seen in at least sixteen representations. 
In addition to those already mentioned, all those cited under unob- 
structed views of the plektron (n. 139) have tassels, as well as 
Athens 18599; Athens Nat. Mus., Acropolis 311 and 546; New York 
08.258.57, 12.236.2, and 41.162.33; Warsaw, once Goluchow 64; 
and Paris G 436. 

144. A clear example of cord attached to lower string fastener: 
New York 28.167. There are almost a dozen examples altogether. 
The cord is. in rare instances, shown attached to the inner, rather 
than the outer arm: Cambridge, Fitzwilliam GR.22.1937; Athens 
1467. 

145. A good example showing plektron looped over arm: New 
York 28.167. Plektron tucked behind arm: Boston 03.816, Athens 
17918. Hung over crossbar: Athens 1467. Tucked above bridge: 
Cambridge, Fitzwilliam GR.8.1955: London E 341. 

146. On Delphi 8140. a white-ground plate, the sling is painted 
brown: the two examples on Laon 371059 arc painted in whitc. On 
Berlin 2530 the sting runs diagonally from the player's wrist to the 
base of the instrument arm. 

147. The sling hangs loose on Schwerin KG 708 (side with Hera- 
les and Gerapso): London E 191: Adria B 330: Florence 3911: 
New York L 68.142.15 and 41.162.155; Laon 371059. and Rome. 
Vatican 432. Three other vase paintings show something attached 
to the outer arm. but whether it is a sling is not certain: Adria B 
254. Kassel T.429, and Oxford 1929 4. 

On a cornelian scaraboid New York Met. Mus. Cat. (1965) no- 
31. the strip of cloth (?) that hangs from the instrument is attached 
to the inner arm and thus would not serve as a sling. 

148. London E 177; Trieste $ 424. On the latter vase. а very 
short sash is attached to the sling by means of a kind of button Of 
Ting-agarn. a detail seen elsewhere only on the kithara. | 

149. Long. separate strands: London Е 177. Medium length: 
Vienna 1788; Tarquinia 640. Uncertain length (mcdium or long). 
Sash looped through sling: vase fragment Athens Agora P 18292. 
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150. Other examples that seem to be in one picce: Athens, Nat. 
Mus., Acropolis 546; Cambridge, Fitzwilliam GR.1.1950; Athens 
19296; Oxford 1920.104. The last of these shows a Sling that is а 
thin cord hanging loose from the arm; the free cnds of the cord 
below the knot are the only “sash.” The sash on Paris G 226, which 
is in red and barely visible, is definitely not made of the same ma- 
terial as the sling. 

151. Other examples: Berlin 2530; London E 172; London E 
191; Paris, Petit Palais 319; Bologna 292. 

152. Athens 1172; Athens 1134; once Northampton, Castle 
Ashby 67; and a Fiesole amphora. Fragments of a hydria in My- 
konos show the ends of what appears to be a fillet hanging from the 
Outer arm of a chelys-lyra. The fillet that is tied to the inner arm of 
the lyre on Athens 19503, however, serves no functional purpose. 
Palermo 97 has a red sash in two pieces like the ends of a fillet; the 
Sling is not visible. 

153. Apollo with Dionysos, Hermes, and a goddess: Athens 
1134. A Nike carries the lyre on Oxford 312; and on Paris G 552bis, 
à representation made doubtful in several respects by damage and 
restoration, the lyre with cloth is held by an cphebe standing on a 
platform and being crowned with a fillet by a Nike. 


Chapter 5: The Barbitos in Classical Athens 


1. Str. 10.3.17. Cf. Frisk, vol. 1, p. 220; Chantraine, vol. 1, 
P. 165; and Snyder, "Barbitos;" 331-33. 

2. Snyder, "Barbitos," 332-33. 

3. Barbitizein occurs only in fragments (Ar. (т. 752 and Pi. fr. 
132 (Turyn), 124 d [Snell}); philobarbitos occurs in Critias 8.4 
(Diehl). 

4. Late in the 5th century Dionysos is sometimes portrayed 
wearing a short chiton, as on Bologna 106. In fig. 19, New York 
07.286.85, dated ca. 450, be is nude, with only a himation over one 
Shoulder. On both vases he wears endromides, high boots with flaps 
at the top. On an early Sth-c. vase, Cambridge, Harvard 1960.236 
(fig. 2), he wears panther skin, chiamys, and shoes. 

5. The scene that goes all the way around the exterior of kylix 
New York 41.162.6 shows Dionysos mounting a quadriga, perhaps 
for a race, for there is a young man mounting a second chariot. Both 
are surrounded by maenads and satyrs (two of them playing bar- 
bitoi); Dionysos still holds his wine cup. 

One quadriga scene, on Paris F 207, on which a man and woman 
Mount the chariot, is taken as a representation of Dionysos and 
Ariadne, apparently because the musician accompanying them В 
female and because the shape of the arms of ber instrument is that 
of the barbitos. 

6. Of the six satyr scenes in which the participants arc clearly 
dancing, two are of interest for the portrayal of maenads dancing 
with hands covered by sleeves: Berlin 2532 and Warsaw, Czar. 77. 

In a very fragmentary scene on Florence B 324, onc of two 
women is identified as (Trlagoidia; the other plays the barbilos; а 
Satyr and a child satyr ate also visible (other fragments of the same 
vase: Leipzig T $27), , 

7. Of seven scenes in which a single barbitos-carrying oe 
appears, three show him also carrying a wineskin or pitcher: Mini 
2424, Paris G 174, and Oxford 1965.106. A fourth scene docs not 
include a wine vessel, but the vase has one, held by another saty", 
On the reverse (New York 09.22] 41); and a fifth, a Campanian куйш 
in Florence, may well have had wine vessels i 
the exterior, now destroyed. Only two v 
Nich 2404 (fig. 20), have no wine vessels. 
With barbitos on each side; the latter has, 


235 


Bg) aM for the barbitos—which is on the other side (in the 

8. On Oxford 1885.656 he tunes a barbitos in the presence of 
Athena, who is scated on a diphros. For similar scenes with kithara 
of lyra, see chaps. 3 and 4. 

9. Athens Agora Р 42, 85-81. The altar is under the handle 
of this kylix and seems to belong more to the figures to the right 
(fragmentary, one with shield and greaves) than to those on the left 
T pouring wine for two men, barbitos player walking away 

Altar with herm: Madrid 11122; Athens pelike 17190. Altar 
without herm: Milan 842. 
ant Hdt. 245. There is also a kithara in the scene on Paris 

11. A similar difficulty exists with Oxford С.265, on which 
three nude youths run to the righi, the last one holding a barbitos 
by the arm. 

12. Basel pelike 1906.301. ` 

13. Aulos bag attached to arm: Munich 2339; London E 314. 
Basket attached to arm: Adria B 318; Madrid 11268 

14. Large baskets, of the sort sometimes suspended from the 
arm of the barbitos, are to be seen here too: on Bologna 396, carried 
in this way by a Котам perhaps just arriving at the scene of the 
festivity; and on New York 06.1021.188, hanging on the walls, 

15. Critias 8 (Diehl). 

16. Eur. Сус. 37-40. This passage provides us with the earliest 
literary reference to the use of the barbitos as accompaniment for 
dance (the play is usually dated to shortly before 438 в.с.). 

17. Eur. Alc. 343-47. 

18. A. M. Dale, Euripides’ Alcestis, 78. 

19. Pi. fr. 132 (Тогуп) = fr. 124d (Snell); cf. n. 3. B. A. van 
Groningen. Pindare au banquet, 110, while noting that the barbitos 
was a distinctive type of lyre, nevertheless maintains that Pindar is 
thinking of music in general; ус! the illustration chosen for his book 
contradicts this assumption, for it depicts a symposium scene with 
barbilos and aulos (red-figured kylix by the Ashby Painter, London 
E 64). : 1 
20. Ten of the symposium scenes contain no furniture —the 
guests recline against cushions on the floor (or apparently on the 
floor). In cvery case these paintings occupy a restricted space and 
so may be abbreviations—the neck of a rhyton (3), kantharos (1). 
or amphora (1); thc shoulder zonc of a stamnos (1); the exterior of 
а kylix (2); or the tondo arca of a kylix interior (1). The largest 
space is the side zone on a stamnos (Compicgne 1065), but it too 
would have required very small figures if the high couches had been 
Н d. І 
— On a seventh vase, Paris F 314, the aulos players теспе 
among the guesis; but this is а painting іп a restricted space, the 
shoulder of а stamnos. | 

On Paris F 216 there are two women and two men playing aulol, 
according to CVA 5, p. 22. notes for pl. 9». Оту one aulete, a 
woman, is visible in the photographs. The visible standing males 

bearded. 
di pM Eros who runs toward the women on Syracuse 36330 
carries a lyra, but the scaled woman plays the barbitos. The Eros 
on Athens Kerameikos HS 89 plays the auloi. 

23. Brunswick 219, Altenburg 301, and Bucharest 03231. 

24. On London 1921, 7-10,2 (Gg. 11) the scated woman iu the 
center plays the lyra: the player of the barbitos sits (acing her on 
the right. On Brunswick 219 the bride probably docs not pluy an 
instrument (the vase is very damaged); Himeros is lucing her shoe, 
and female players of barbitos, lyre, and ачіоі appear elsewhere in 


the scene. 


25. Cranes on: London 1921, 7-102 (fig. 11) and Syracuse 
36330. Inscriptions: Altenburg 301 and Brunswick 219. 

26. London 493, comelian scaraboid; London 1946.11-8.1, cor- 
achan scarab; Boston 27.760, sardonyx scarab. On Boston 27.760 
the young man kans against the wall, knees bent. 

27. The painting on Athens 2022, which has no inscription and 
no other figure to support this interpretation of the meaning of the 
barbitos, may nevertheless properly belong in this category. The 
youth who walks holding out the barbitos on this vase, however, is 
draped in his cloak. not node as in the other examples. 

28. Simon. 126 (Diehl); Lesky, History of Greek Literature, 
188, points out that the authenticity of most of the epigrams attrib- 
uted to Simonides cannot be confirmed. 

29. The barbitos is mentioned in nos. 2, 15, 23, 42, 43, and 
6. 

30. Caskey and Beazley, Anic Vase Paintings, text vol. 2, 55- 
61, esp. 57. Sec also Keith De Vrics, “East Meets West at Dinner,” 
who argues on the basis of tbe Apadana (riezes of Persepolis that 
the costume should be taken as Lydian in origin and that Anakreon 
might have adopted the fashion while at the court of Polykrates on 
Samos. 


31. Copenhagen 13365 (fig. 14, the Curtius Krater); London 
E 18; Syracuse 26967. The Copenhagen vase includes symbols in- 
dicating the sounds produccd by the singer; see Н. R. Immerwahr, 
"Inscriptions on the Anacrcon Krater in Copenhagen." 

32. J. M. Snyder, "Aristophanes! Agathon as Anakreon.” 

33. W. J. Slater, "Artemon and Anacreon: No Text without 
Context." 

У. Н. W. Parke, Fesuvals of the Athenians, 77, 82-88, 156- 
62. It may also be a feature of a special komos held during the 
Thesmosphoria (a women's festival dedicated to Demeter at which 
Verbal abuse similar to that mentioned by Slater was Practiced). 

35. Two of tbe representations show “Anakreon” figures who 
wear no chiton: on Paris G 4bis a bearded man wears high boots, 
а bimation, and an elaborate sakkos; a basket hangs from the arm 
of his barbitos. Vienna 1777 has a similarly dressed figure; he has 
no boots, however, and there is a flowered wreath around his turban, 

Four of the twenty-three “Anakreon” Paintings that have been 
identified to date have not been available for this study. They are 
described by Beazley in Caskey and Beazley, Artic Vase Paintings, 
text vol. 2. рр. 55-61, who docs not indicate whether the уте car- 
Tid is а barbitos: Berlin 2151. no. 14 in his list; Athens Agora Р 
7242, his no. 7; a column krater at Bari, his no. 26; and Paris G 
94. a red-figured cup mentioned without number on p. 61. 


36. Other vases in this group are Munich 2317; London E 306; 
Florence 3987; Adolphseck $6; Boston 13.199; and Cambridge. 


37. The other two vases of this type are Madrid 11 

. > а 009, 
which four men, induding the barbitos Player. carry parasols oe 
abo has а Куро»); and Adria В.24$, of which Only enough frag- 
ments remain to show two bearded heads іп sakkoi, the arms of a 
батько». and part of a skypbos. 


38. Rome, Mus. Capit. 176 and Rhodes 13.129, both pelikai. 


эюм! har drawn through, and two of the figures d 
looped in the characteristic way. Wee sin 


40. The mitra, жога more commonly by men (vi 
КТОГУ and sym- 
pesasts) than the sakkos, appears in the portrait of Alcacus fig 
15. and is wom by a symposast on Berlin 422). = 
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A wreath may be added to either mitra or sakkos; the man on 
the right in fig. 13 has a flowered wreath over his sakkos; the bar- 
bitos player on Syracuse 26967 wears both wreath and mitra. 

41. B. 20 B.1-4. For the reference to the peg cf. Рі. О. 1.17— 
18 (and Hom. Od. 8.67). 

42. B. 20 C.1-2. Pindar does, of course, use the verb form 
barbitizein (see nn. 3 and 19). 

43. Theoc. 16.42-47. 

44. Wuppertal. private collection. 

45. New York 16.52, a late 5th-c. vase, and Ferrara T.127, also 
from the last quarter of the century. 

46. Cambridge, Fitz. 4.1943 (barbitos, aulos, krotala, lyra) 
and The Hague. Scheurleer 623 (barbitos and two lyrai). 

47. See J. M. Snyder, "Aegisthos and the Barbitos.” The two 
vases were painted by different artists ca. 475-460. The second vase 
is Boston 91.227. 

48. A fragment of a kylix interior. Berlin Sa 481. shows a stand- 
ing woman with barbitos at her side in her left hand and a staff in 
her right. Before her stands a woman with a wreath. 

There are also three vases on hand with the figure of a single 
woman walking and playing the barbitos. These arc almost entirely 
without details that might provide a context: the woman on Athens 
1792 (who wears both a wreath and a sakkos) has a dog with her; 
the one on New York 41.162.7 has an aulos case hanging from the 
arm of her barbitos; and the woman on an oinochoe once Robinson 
Coll. bas no details other than her costume, which is like that of 
the other two (sakkos, chiton, himation, and sandals), to assist us. 

The figure on a fourth vase, Paris AM 1064 bis, is much dam- 
aged; the head is wreathed but does not include sakkos. 

49. On Syracuse 23794 the woman on the left holds a lyra in 
playing position, but her right arm is at her side, and the plektron 
dangles {ree on its cord attached to the arm of the lyra. 

50. The other hydriai are Oxford 1966.704 and Gotha 53. On 
pelike Copenhagen 596 there is a fawn between the two women. 

51. A third painting that might be thought to belong to this 
Category, Torino 5776, is doubtful on two counts: first. it is not 
Certain that the instrument is a barbitos, though the shape of the 
arm suggests it; if it is, it is one of the earliest representations of 
the instrument (ca. 525 в.с.). Second, the meaning of the scene is 
Bot clear, as both the nude bearded man with barbitos and the two 
nude youths on either side of him are standing, and neither youth 
has an instrument. The bearded man with a staff who sits wrapped 
in a decorated himation on the right resembles a judge more than 
а paidogogos. 

However, even if the scene is accepted as a music lesson, the 
Conclusions stated here will not be altered, as neither youth holds 
a barbitos. 

52. London E 527. 

53. Arist. Pol. 1341a-b. 

54. Pollux I, p. 218, 23 (Bethe). 

55. Komos scenes, mortal and Dionysiac, provide the majority 
Of the standing or walking female players. The others are the por- 
traits of Sappho, two paintings of Muses, three of a single woman 
walking, and one “bridal scene.” 

56. The hand is higher, i.e., part of the forearm is visible oa 
London E 767 and also on Paris S 1335, where the fingers are curled, 
thumb across palm. 

— — view of the barbitos on Уола ШМ, 
yer s is upright, toward the strings, but wii 
the a curved toward i те ы 
Boston 13.197 is a good example of thumb and index finger 
apparently used together ш pluck ofthe examples of the thumb 
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used alone, Bologna C.100 and London E 266 are among the more 
convincing. 

59. Index and thumb curved together, other fingers straight: 
New York 07.286.85 (fig. 19) and terra-cotta Athens 15881. Index 
and thumb straight, others curled: London E 171; Palermo V 666, 
and (indistinctly) Athens Acropolis 372. Thumb and first two fingers 
straight, others curled: fig. 9 and (indistinctly) Copenhagen ABc 
1021. 

60. Bologna 308, Copenhagen 3635, and (indistinct) Florence, 
kylix fragments. 

61. The players on both sides of Gotha 2476, however, hold 
the plektron at the outer arm and bend the nght wrist up. pointing 
the plektron (not actually visible) back toward the player in an 
awkward-looking gesture not seen elsewhere. 

On Madrid 11009 the player's hand, wrist bent up, appears to 
place the plektron on the strings between bridge and lower string 
fastener. It may be, however, that a fold of his chiton falls between 
plektron and strings. 

On three vases, Adria Bc.45, Athens Agora P 24115, and 
Athens Acropolis 229, all early red-figured vases, the player's right 
hand, plektron turned toward him, 15 shown on the strings at a very 
high point, almost at the crossbar in the first two examples. The 
thumb of the plektron hand appears to pluck the innermost string 
оп Acropolis 229. 

62. The others are New York 56.171.52; Boston 13.197; Lon- 
don E 266; Copenhagen 3635; The Hague, Scheurleer 623; Vienna 
823; and Munich 2339. 

63. Bonn 1216, 33-38.198 and Copenhagen 596 are among the 
most interesting examples. 

64. See Bologna 396, Brussels A 3094, Adria B 317, and 
Rhodes 13.210. 

65. Chiton between plektron and strings: Adolphseck 74 and 
Cleveland 26549 (fig. 13). See also Madrid 11009 (n. 61). 

66. The three best examples are Munich 2317; Oxford 
1885,656; and Paris G 543. The other examples are Athens Acro- 
polis 372; Bryn Mawr Р-192; London, Boeotian red-figured cup ca. 
475 в.с. (AM 65, 1940, pl. 3); and sardonyx scarab Boston 27.760. 

Two other scarabs show the player's right hand as а fist close 
under the crossbar; these may also be intended to indicate tuning: 
Cornelian scaraboid London 493 and cornelian scarab London 
1946.11-8.1. 

д 67. Scholia їп Euripidem (Schwartz), Alc. 345. Against the 
claim of certain modern scholars that the barbitos was tuned one 
Octave lower than the pektis, see Snyder, “Barbitos,” 335-36. 

68. B. 20 B.2 and 20 C.1. Aristophanes, on the other hand, 
сез the barbitos as producing a chirping sound (lalein, Th. 

69. The percentages are not improved for the seven-stringed 
barbitos when the less certain examples are included: seven strings. 
44%; five and six strings, 50%. 

70. Paris F 314, Brussels A 1652, and Rome Mus. Cap. 56. 

n. A 4th-c. coin from Teos (London, Anson Cat. 363) shows 
а barbitos with arms that curve out at the top, below the crossbar. 
Another ted-figured example: Vienna 1777. On San Simeon 5630. 
Оп which the top of cach arm curves out and down. and on Vienna 
3. on which the tops form swan's head loops, the crossbar fits 
жч the curved portion rather than above it. On San Simeon 5630 

Crossbar had knobs out beyond the curving arm ends! 

‚72. On a white-ground Ickythos, Athens 12777. the arms are 
Painted golden yellow; on Melian relief Athens 15881 they were 
Originally painted red. 

73. Paris G 422 and G 369, London E 171, and Adria B.318. 
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— m m — ds arms seem to curve downward 
, like a heat with the issing: i 
AM and Athens I9. Semier aera 

75. Copenhagen 3635; Athens 1263. 

76. But the circles are also evident * 
which is a back view. on B, G Bri RIS, 

77. Two Сатратап examples illustrate an instrument without 
a crossbar attachment. The arms come together to form a shape 
like a snowshoe, and the strings are attached dircctly to this: Flor- 
ence, Campanian kylix, and а tomb painting from Pacstum, The 
former example has five strings, the latter seven; the latter example 
also has clear kollopes. 

78. On Oxford 1892.1490, an East Greck cornelian scarab, 
possibly dated carlier than 525 в.с and perhaps the carlicst, or one 
of the carliest representations of the barbitos (if that is what it 
the sections above the crossbar bend sharply outward in a way rem- 
iniscent of the lyre on the 7th-c. dinos sherd from Old Smyrna 
(Bayrakli. chap. 2. fig. 1). Both these objects are discussed 
chap. 2. 

79. On a sardonyx scarab of the early 5th century from near 
Anaktorion, Boston 27.760, the tops of the upper pieces have. 
опе side, a knob, and on the other side, a notch of the usual sort. 

80. Cleveland 24.197 and New York 22,139.32 are among 
best painted of thesc. 

81. Bologna 308 is of this sort, but the rounded sections arc 
the back (it is a back view). On Brussels R 255 (fig. 6) the fitting 
has a vertical line from the top to two-thirds of the way down. It 
seems to be a split in which the crossbar is held. 

82. Knobs: Erlangen 454. Florence 3987, and cornclian scara- 
boid London 493. Two lines around tip of arm: Munich 2317. Line 
running in from tip a short way (as though the ends are split): Berlin 
2309. white paint: Athens 12777. 

83. Other examples: Boston 01.8078: Boston 13.194; and Co- 
penhagen 3632 (a Lucanian vase), which also has X's on the crossbar 
to indicate the strings wrapped around it. 

84. In the back view on Berlin 2532 the shape is approximately 
that of the natural tortoise shell (without "cars"). Four other back 
views show soundboxes that scem especially long and narrow, 
though they do have slight bulges along the sides: Warsaw 142465: 
Basel 1906.301; Paris С 139-140; and Bologna 308. 

The soundbox shown on the chalcedony scaraboid Boston 
27.671, on the other hand, is wide and almond shaped. perhaps 
attempt to show the soundbox from an unusual angle. 

85. On Cambridge, Fitz. GR 19.1937 the arms appear to taper 
and to enter the soundbox close together, nearly at its center. There 
are three lines across the soundbox between them, but no other 
body detail. 

86. The front of the soundbox rarely has a border, as on Mu- 
nich 2424 and Cambridge. Harvard 1959.125. The small circles 
sometimes seen on the belly of the lyra arc to be found in the case 
of the barbitos only on the reverse of Munich 2317: only une circle 
shows. 

87. Other bridges with some indication of feet: Munich 2424; 
Cambridge, Harvard 1959.125; Munich 2311; Boston 95.27; Athens 
Agora P 12960; und New York 16.52, a vase from the end of 
century. 

88. When the instrument is not held in playing position. t may 
be difficult to tell whether à short piece of cloth attached to the base 
of the arm is the wrist sling or a short decorative sash. Tins is 
case with Paris F 314, Athens Acropolis 20, and London E 68 
which it is attached to the wrong arm). 

89. In Paris AM 1064bis und Munich 2317, the strands are tong 
enough. especially on the latter instrument, to be strings. 


90. The player oa Bari 4395 also has fastened a long narrow 
Брат halfway up the arm of the barbitos. In two paintings it is not 
clear whether what we sec is а sash or a fillet. On a Maplewood, 
Noble Coll. calyx krater. it is where a sash should be but looks 
somes hat like a fillet, on Munich 1416 (sce chap. 6, fig. 2) it hangs 
Маші tbe instrument (noi played and held vertically). below the 
ілост arm 

On Copenhagen 3635, a Lucanian vase, the satyr player has a 
targe cloth with a border (a chlamys?) perhaps thrown over his left 
forearm, which holds the barbitos. This is the only thing at all re- 
seming the cloth of the kithara to be seen among the barbitos 


93. Caskey and Beazley, Auic Vase Paintings, 57-58. 61. (Our 

21 is Beazlcy's no. 1. p. 58). As far as has been determined at 
present, there are no representations with the characteristic arm 
shape of the barbitos carlier than the last quarter of the 6th century 
from anywhere, except for the scarab mentioned above (n. 78) and 

chap. 2, Oxford 1892.1490 (which may be only a few years ear- 

fier). 

32. Hoc. C. 1.1.34, 1.32.4, and 3.26.4. 

93. Ох. Her. 15.B. 


Chapter 6: Harps and Unetual Lyres ia Classical Athens 


1. The evidence for the continuity of the instrument type into 

Classical period has been assembled by M. Maas, “The Phor- 

minx in Classical Greece,” To the list of vases there (pp. 54-55) 
should be added the following items: 


Second half. &h century: Oxford 1919.46; Los Angeles 
59.8.2. 

First half, Sth century: Oxford 225 (fig. 1); Athens Agora P 
1544; Pans СА 483, Leningrad 798. 

Second half, Sth century: Naples 3143; Dresden 332; and 
Naples Sig 274. 


There is, in addition, a cornetian scarab, Boston 27.669, and an 
Etruscan pyxis. Heidelberg Е 34, both late 6th century; sce n. 3. 
Leaingrad 732 and Copenhagen 7776 have now been confirmed as 
belonpng 10 the list: possible further additions are a column krater 
Qocation unknown) by the Pig Painter and а lekytbos (location un- 
known) by the Klugmann Painter. 


^. 


2 See discussion above (chap. 3) on Pindar's use of the word 
phormuns. For the term cradle kühara scc M. Maas. “Phorminx,” 
aad Wegner, Musckleben, рр. 30-31, 

3. Male performers: Munich 1416: Oxford 1919 46. See also 
Rhodes 12.200, dated before 550 в с. (chap. 2, fig 6) 

On a late 60-с. comelian scarab. Boston 27.669, a node male 
mm meth 3 cock in one hand and a round-based hre in the other. 
There ss a late 6th. Etruscan vase, Heidelberg Е M, on which a 
Satyr plays an instrument of this general type. 

4. The three women оа Rome Mus. Cap. 259 are described 
; “nmacnads dancing" by Beazley: the similar single figure on Mu- 
ates femen ia The other vases in this late 
group are 151; Oxford 212; i 
"ep 12; and Philadelohn, Univ. 
5. The others ате Cambridge. Harvard 1959.183, and Atbens 
Agora P 154. The woman who stands alone on Urbana, Ш. Kran- 
Hert TNS (ca. 475 э c.) resembles the musicians on these other 
‘anes, but she aught also be a muse or 3 maenad. s 
6. The others are Manich 2362 and Tarquinia 684. On Lenin. 
grad 796 the figures. according зо Beazley, Tepeesent Apollo and a 
Muse (with the phormmx, Artemis, and Hermes). 
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7. The other two vases are Naples Sig 274 and Copenhagen 
7716. 

8. Beazicy (ARV? 857-58) regards the women on both Bow- 
doin 15.46 and Leningrad 732 as possibly Muses. 

9. On Munich 2363 a woman plays the phorminx while a small 
Eros dances. A chelys-lyra hangs behind and above them: there are 
no other figures. 

10. The phormunx is playcd on Florence 4014. The sccond vase 
оп which it hangs on the wall is Lecce 572. 

11. Lillian B. Lawler called attention to this arm gesture in 
“Dancing with the Elbows.” 

12. Lillian B. Lawler, The Dance of the Ancient Greek Theatre, 
39-41. 

13. The other vases аге Paris CA 482 and Leniagrad 732. 

14. Others are Rhodes 12.200, Oxford 1919.46, Paris CA 483, 
Vienna 770. and Florence 4014. 

15. Just past ihe strings: Urbana, Ill. Krannert 70-8-5. Middle 
of strings: Munich 2363. Two other vases, back views, leave the 
position of the right hand uncertain: Leningrad 732 and Naples Stg 
25. 

16. Rome Mus. Cap. 259 (identified as a phorminx partly be- 
cause of its high crossbar), Cambridge, Harvard 1959.188. and Tar- 
ашта 684 have corners that are very elongated; the latter two also 
have the most inward curve. 

The elongation and inward curve suggest that the phorminx 
Shape was influenced (at kast in the painters’ minds) in some cases 
by that of the kithara. Some further evidence of this is found on 
London E 38 (Heracles killing Busiris), where the instrument has 
inner-arm decorations resembling those of the kithara; the instru- 
ment on a vase made in S. Italy (Lucania, ca. 380-60 в.с.), Stock- 
holm 12, is similar but with crossbar knobs and cloth. 

On two vases dated before 500 в.с. there seems to be scrollwork 
on the elongated, rounded tips: Munich 2446 and Los Angeles 
50.8.2. 

17. On Schwerin KG 708 there is what appears to be a brace 
across the instrument between the corners of the soundbox. Since 
tbis is found on no other instrumcnt, it is not clear what the painter 
had in mind—perhaps it is simply a mistake. 

18. The other two are Los Angeles 50.8.2 and Munich 2446. 

19. The misshapen left side of the instrument on Vienna 770 
may also be an effort to portray a concavity at this point. 

20. On Bologna 151. a late 6th-c. back view, there are two sets 
of very small circles. one set inside the corner sections and one set 
below. For a 7th-c. example with two sets of circles on the front, 
see Athens 911 (chap. 2, fig. 2). 

21. On late 6th-c. comelian scarab Boston 27.669, the phor- 
minx has two raised circles on what appears to be the back of the 
soundbux. Eyebrows: Paris CA 482; Munich 2362; Urbana, Ш. 
Krannert 70-8-5; and Cambridge, Harvard 1959.188. 

22. The others with arms inclining inward slightly: the Stock- 
— lekythos, Leningrad 732, Munich 3268, and Ox- 

On Dresden 332 the arms are somewhat longer than usual. On 

idge. Harvard 1925.30.42 (fig. 8), and Lecce 572 they are 
unusually short (the soundbox corners on the former are very elon- 
gated, and on the latter the soundbox itself is very tall). 

The arms on Munich 2446 are unusually wide; and on this vase . 
SRE R Angeles 50.8.2, the arms have an extension at neno 

t appears to run all ed 
the way around the upper edge 


23. M. Maas, "On the Shape of the Ancient Greek Lyre.” 
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24. Also Oxford 212 and 1919.46 (lines in white) and Paris CA 
483. On London E 185 (fig. 4) the elongated ends of the soundbox 
have bands of white across them. 

25. Small circles: Oxford 1919.46; Urbana, Ill. Krannert 70-8- 
5; and Lecce 572. Large circles also on Copenhagen 7776. 

26. Others are Bologna 151 and Oxford 212. 

27. The other two vases are Wurzburg 521 and London E 271 
(chap. 4, fig. 2). Another opinion on this detail is expressed by Bo 
— “The Cylinder Kithara in Etruria, Greece, and Ana- 
tolia.” 

28. On Paris CA 483 the apper part of each circle, above the 
opening, has small crosspieces, making the design even more clab- 
orate. 

29. It is this that makes the instrument on the Коте, Vatican 
amphora by the Kieophrades Painter (carly Sth century) difficult to 
Classify: its crossbar sits at the bottom of the arms. The arms incline 
inward slightly and are not set in from the edges of the soundbox. 
Since the scene is a komos and the instrument is carricd at a 90° 
angle and has no arm decoration, it can hardly be a kithara. Since 
its soundbox is not chelys shaped, the lyra and barbitos arc ruled 
out. On the other hand, the clongated and inward-curved corner 
extensions are no! unlike those on Los Angeles 50.8.2 or Cam- 
bridge, Harvard 1959.188, both paintings of the phorminx. 

30. The others: Copenhagen 7776 and Naples 81398. 

31. Other clear examples: Paris CA 482 and 483, Vienna 770, 
and Munich 2362. 

32. The plektron cord can also be seen on Oxford 1919.46, 
Munich 2446, Athens Agora P 1544, and Naples 3143, but it ís not 
clear in these examples where it is attached. 

33. On Paris CA 483 the sling (not in use) hangs loose around 
the outer arm of the instrument. On Boston 98.887 (not shown in 
fig. 3) one Muse, who seems to test her phorminx, has a sling around 
her right wrist. It is an odd fact that none of the players whose 
instrument is seen in back view has a wrist sling. 

34. This interpretation corrects the one mentioned in M. Maas, 
“Phorminx,” p. 44. n. 21. 

35. Boston 98.887, Dresden 332, Florence 4014, Lecce 572, 
Munich 2446, and Rhodes 12.200 (chap. 2. fig. 6). Uncertain; Ath- 
€ns Agora P 1544, Munich 2363. and Paris CA 483. 

36. Florence, unnumbered frag. of a large vase. According to 
L. Talcott and B. Philippaki, “Figured Pottery.” pp. 49-50. it is late 
Archaic, i.e., ca. 500-475 B.c., somewhat older than the Orphcus 
Cup. The arm that shows appears to be made of a varicty of horn 
that has a spiral twist; the soundbox has a narrow band with dots 
around the edge, and there is a bridge. sling, and sash. 

37. Wegner, Musikleben, 45. 

.. 38. Rome, Vatican 16549. A similar painting without inscrip- 
Чоп is Naples 3143; both are by the Phiale Painter. On a third vase. 
а bearded man in Thracian dress sits on a rock (7) with two women 
On each side of him (none of the women has identifying atiributes). 
The instrument he plays appears to be a standard kithara like thase 
in chap. 3; we have seen only a drawing: Leningrad 711. 

39. S. fr. 245 (Pearson): “I was seized by the Musc-maddcned 

- and І am captivated by the lyra and the nomoi with which 
Thamyras makes wonderful music.” S. ft. 241 (Pearson): “For the 
Songs resounding (гот the pektides are gone, and the lyra. - - - 

40. Trendall and Webster, Illustrations of Greek Drama, 69. 

41. Ona lekanis lid in the Hermitage Museum, Leningrad. a 
Player of this instrument stands near an altar, with à seated female 
aulos player behind him, and five women in clothing of different 
Styles dancing toward him while holding hands. The word kale 
(“beautiful”) is repeated between the dancers, It seems likely that 
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the women arc Muses and the player is Thamyras. (This piece i 
listed in Talcott and Phill. eee Poe" Ape E 

42. All the figures are identified hy inscriptions, 

43. Orpheus. in Thracian costume, also appears on an Apulian 
vase of ca. 370 s.c., Heidelberg 26.90, brandishing an instrument 
that resembles a Thracian kithara in its arm shape, crossbar knobs, 
and circles on the soundbox. 

44. Giscla M. A. Richter, "A Pelike by the Meidias Painter.” 

45. The others are Athens 1183; Florence 4006; Munich 2471, 
a late vase (ca. 400 в.с.); Rome, Villa Giulia $250, where there are 
two women rather than two Nikes; and Rome, Vatican, Sala VII, 
case N. no. 18. We have not scen the latter vase, listed by Talcoit 
and Philippaki as having an instrument of this shape with arms of 
horn, and described by Beazley as "Citharode with Nikai." 

46. On Athens 14628 (from the end of the century?) a satyr 
plays what appears to be an ordinary chelys-lyra, except that its 
arms have, on the inside edges, curving. roughly triangular protru- 
sions, (wo on cach side, that are reminiscent of those on some of 
the Thracian kitharas (sce fig. 11), though these are much larger. 

47. M. Wegner, Musikleben, 46, asks whether this instrument 
may not be the "Asiatic kitharis" mentioned by the satyrs in Eurip- 
ides’ Cyclops 44311. , but there does nol seem to be any strong reason 
to think so. 

48. We do have cvidence that a chorus might be represented 
playing identical lyres or kitharas: see chaps. 2 and 3. 

49. Since none of the representations is a back view, nothing 
can be said of the depth of the soundbox or the shape of the back. 

50. Two vase fragments, clearly instruments of the type in 
question, show the “tightly twisted" effect. Both also have deoo- 
rative bands around the top and side of the front of the soundbox. 
The Florence fragment is discussed above (n. 36); Athens Agora 
Pnyx P 139 has in addition a band across the soundbox and an eye 
circle, as well as a dotted sling and one knob showing. 

The instrument held by Thamyras on the Basel Jekythos has 
arms that loop outward under the crossbar and are made to repre- 
sent swans’ necks and heads. like those on certain carly paintings 
of the barbitos (see chap. 5) and those on a group of kitharas in 
4th-c. Italian vase paintings (chap. 7). 

51. On a Greek milky chalcedony scaraboid dated 450-400 
в.с. (Paris, Cab. des Méd. 1513“' = M2847) a siren plays an in- 
strument with an arm- and body-shape resembling that of the in- 
struments discussed here and having a soundbox with a large 
rectangular indentation in the lower corner. . 

$2. No examples in which the circles have beca changed into 
eyes have come to hand. 

53. The picktron and its handle are clearly the same as that 
used for playing other угез. The pickiron cord. is visible only on 
Rome, Villa Giulia 5250; there is по tassel visible in any of the 
examples. 


54. “Figured Pottery.” p. 50. 
55. Most of the known representations of harps have been as- 


sembled by M. Wegner, Musikleben. 203-05. and by per Her- 
big, "Gricchische Harfen." pli. 7-8. supplementary pll. 55-58. 

56. For citations of том of the latc (as well as catlier) sources, 
sce the appropriate entries in Michuclides, Music of Ancien Greece. 
Many of the references to harps and other stringed instruments i 
the carlicr sources that seem most reliable are preserved (ог us by 
Athenaeus. Whercas his own interpretations may be dubious at 
times. his quotations arc thought to be reasonably accurate; sec K 
Zepetnick. “Die Exzerpte des Athenaeus in den Dipnosophisten 


und ihre Glaubwürdigkeit." 
57. Pl. R. 399C; see chap. 7. 


зи 


SB. S. fr. 412 (Pearson); Ath. 625e. 

59. Ath. IRA. 

€0. Sopates, quoted in Ath. 183b. 

61. Нё: 1.17. The pektis is also mentioned in a nearly unin- 
telligible (ragment from Sophocles! Thamyras (fr. 241, Pearson), but 
the plaver cannot be ascertained, 

62. Sce chap. 2. Archaic-Period References to the Pektis and 
Magadis. 

63. Ath. 6362. On Diogenes of Oinomaos, see RE 5, col. 737 
(no. 36); despite the use of krekein (“to strike") in connection with 
magadıs here, clscwhere the verb generally associated with this in- 
strument is psallein ("to pluck”). 

64. Ar. Th. 1217; they use the plural, but it seems unlikely that 
we are to imagine Euripides carting around two or three instru- 
ments. 
65. Ath. 183b. The play is by Anaxilas, most of whose come- 
dies date 10 the 3505 and 3405. Note that the lyropoios here. as one 
might expect from the generic sense of lyra, is а manufacturer of 
all kinds of stringed instruments. 

66. Daremberg and Saglio, s.v. “Lyra,” vol. 3, pp. 1449-50; 
№ Vetter, “Magadis.” Both sources claim that the instrument must 
bave had a tuning device that allowed simultaneous octaves to be 
played, but there is no evidence for this assumption. 

67. Diog. Ath., quoted in Ath. 636a; Telestes, quoted in Ath. 
625: Pi. fr. 125 (Snell). 

68. S. fr. 412 (Pearson). The word for “answering twangings" 
is йутіоласта, (rom олбо, “to draw,” "to pull." Pearson takes the 
word to mean "doubly-twanged." referring to two sets of strings 
cach in a different octave; but his interpretation seems to Stretch 
the meaning of the word. 

69. РІ К. 399C; Arist. Pol. 134140. 

70. Pi. fr. 125 (Snell). Cf. &vuliyous 5)хоїс as applied to the 
magadis in Dog Ath. (Ath. 636a) and wa)yoiow avtionacr’ (no 
instrument name mentioned) in Phrymchus fr. 11 (Snell). 

71. Anakieon fr. 374 (Page); cf. Alkman fr. 101 (Page). 

72. Euph. quoted in Ath. 635a. The instrument is also men- 
Uoncd (in the plural) in an unintelligible fragment from Sophocles" 
Thamyras (fr. 238, Pearson). 

73. Ath. 63%. 

74. Ath, 6373. 

75. Sec C. B. Gufick, trans., Athenaeus: The Deipnosophists, 
vol. 6. p. 437, n. h. 

76. The latter is suggested by Vetter, “Magadis.” In connection 
with the former, sce chap. 2, n. 63, on the эзе of horn as a substitute 
for reed in the construction of Ayres. There is evidence that the term 
magadis could also refer to a type of aulos; sce Michaelides, Music 
of Anaent Greece, 195-96 and below, n. 81. 

T. X. Ал. 7.3.32. 


лр оп Anstarenes for the information that the magadis was 
used to 


BU. Theophilus, quoted in Ath. 635a. 


5i Apoilodorus of Atbens, quoted in Ath. 636. One fi 
seference vo the mapadis that shoutd be xd 


2% (Socii). Avdss TE pinag ahd; irio Bos. “ 


82. Darembery and Saglio, s.s. “Lara” 1448, think 
term brigonon wes recincied V the small triangular harp popuier cn 
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Roman reliefs, an explanation that does not seem to take account 
of the term's much earlier appearance. 

83. S. (т. 412 (Pearson). 

84. Pl. Com. fr. 69.10-14 (Edmonds). 

85. Eupolis fr. 139 (Edmonds). For a discussion of iambuke 
and related terms, see chap. 7. 

86. Eupolis fr. 77 (Edmonds). Another, less informative comic 
fragment of the same period (Pherekrates, fr. 42, Edmonds) is a 
request by one of the characters to throw out "'trigonons and lyres.”” 

87. Some differences in shape within each of the groups may 
be caused by the painters’ use of perspective. This factor is difficult 
to assess when there are so few examples available. 

88. We have not classified the harps on two vases listed by 
Beazley, as we have not seen them: Athens unnumbered pyxis with 
Thamyras and Muses, Mousaios seated playing harp, and Apollo; 
and Syracuse 35812, a seated woman playing a harp. 

The harp with a poet on Apulian vase Munich 3268 is like the 
angle harps discussed below in that it is played by a Muse, has the 
same shape (except for the post), is held and played in the same 
manner. and has a decorated soundbox. It has approximately 13 
Strings. Harps of this type are discussed in chap. 7. 

89. The fifth representation, seal stone London 529, shows a 
woman sitting on a straight-backed chair playing the harp. 

90. Ion fr. 22 (Snell); Quoted in Ath. 634c. 

91. Wilhelm Stauder, Die Harfen und Leiern Vorderasiens in 
babylonischer und assyrischer Zeit, 39-50, 58-60, 69-70, and figs. 
25, 26, 41, 42, 62, and Ы. 

92. Attic: Berlin Staatl. Mus. 2391. The 4th-c. evidence yields 
only опе more really comparable Attic example, Jena 390; other 
41-с. Attic harps have much narrower soundboxes. See chap. 7. 
ltaliote: Berlin 3291; Munich 3268. 

93. There аге at present eight Sth-c. examples. A seal stone in 
Leningrad with a doubtful example belongs to the early 4th century. 

Fourth-century Attic vases Leningrad B 3128 and Stockholm 2 
May preserve other examples; the available photographs are not 
Clear enough to allow a determination. 

94. By the Washing Painter: Athens 14791; New York 
07.286.35 and 16.73; Würzburg Н 4455. All of these are nuptial 
lebetes except Würzburg Н 4455, a рухі. 

Other vases: New York 37.11.23 (fig. 16, by the Meidias Painter) 
and Ferrara T.127 (by Polion). 

Other items: comelian bead seal stone, London 563, late 5th 
Century; Attic grave relief (siren with harp), location unknown, ca. 
400 в.с. The latter is a crudely executed and somewhat doubtful 
example. 

95. The standing harpist on Athens 14791 holds the harp di- 
>gonally somehow, the top to the left of her head, the lower corner 
under her right arm. 


96. On New York 07.286.35 the post appears to be bowed out 
Somewhat. me 


_ 97. On the Leningrad seal stone there seem to be 15 or 16 
Strings: on Ferrara T.127 about 11 or 12, and the same number on 
seal stone London 563. 

28 The translation is of the tem in Diehl, fr. 6. Гога сой 
Ч Summary of earlier interpretations of the lines, see Flora 
Levin, “The He of lon of Chios." 
99. On Һтороќоз, see n. 65. 
100. For parer, see A. fr. 174 (Lloyd-Jones) = fr. 314 (Nauck)- 

201. Plu, Aegis 11.2: Moralia 84A: 220С; 238. Cic. Leg. 2.39; 

Boeth. Mus. 1.1 (cf. also Paus. 3.12.10). Раш Maas, “Timotheus; 
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Col. 1334, labels these and other later reports as for the most part 
“‘phantastisch.”” 

102. Artemon, quoted in Ath. 636е. On the Spartan edict, see 
U. von Wilamowitz-Méllendorff, Timotheos, 70. 


Chapter 7: Late Classical and Earty 
Hellenistic Stringed Instraments 


1. See C. Schneider, Kulturgeschichte des Hellenismus, vol. 2, 
p. 635. 
2. X. Mem. 3.14. 

3. РМа, Mus. 3.77.13-17 (р. 55, Kemke). The translation is 
that of Anderson, Ethos, 79. For the influence of Damon on Plato, 
sec E. Moutsopoulos, La musique dans l'oeuvre de Platon, 96, and 
Anderson, 74-81. 

4. Pl. Thg. 122E; Clit. 407C; cf. Alc. 1.106E and 107A. 

5. Pl. Lg. 809E. 

6. F. A. С. Beck, Greek Education, 450-350 B.C., 81, points 
Out that Рі. Pri. 325-26 seems to suggest that letters, music, and 
gymnastics were normally studied concurrently. 

7. Pl. Euthd. 272C; cf. Mx. 236A. 

8. Pl. Prt. 326B. A good discussion of the harmoniai may be 
found in Isobel Henderson. "The Growth of Ancient Greek Music.” 

9. See Pl. Prt. 312B on the kind of nontechnical training suit- 
able for a liberal arts education, and 325Е on parents’ concern re- 
garding their children's instruction in behavior. 

10. X. Oec. 2.13. 

11. X. Sym. 2.1, 3.1. The dramatic date of the work (422 s.c.) 
is much earlier than the date at which it was actually written, but 
the detail with which Xenophon describes the entertainment sug- 
gests his own familiarity with the practice. 

12. Arist. EE 1243b24 and EN 1164а15. 

13. Pl. Lg. 764D. 

14. Рі. Jon. 533В. On rhapsody cf. H. Patzer, "PAVOIAOZ." 
In addition to treating rhapsody as the concern of professionals like 
lon of Ephesus, Plato also mentions it in connection with amateur 
recitals at festivals such as the Apaturia, at which he says boys sang 
the works of various poets, including Solon (Ti. 21B). 

15. Pl. Grg. 501Е. He further claims that the kitharode Meles, 
the father of Kinesias, is a prime example of somcone who not only 
did not look to the educative value of music but whose playing 
actually pained his audience. On Kinesias, sec also Ar. Ra. 153 and 
Nu. 333, 448, as well as Pherecr. fr. МАВ (Edmonds, Fragments of 
Attic Comedy, vol. 1, pp. 262-65). 

16. Lg. 700B. Plato seems to have been intrigued with the 
double sense of nomos as "musical order" and as “law,” particularly 
because he advocates strict government regulation of music (Lg. 
799E; cf. R. 424C on the effect of musical changes on the nomoi of 
the polis; see Literary Sources above). : 

17. See T. J. Fleming, "The Musical Nomos in Aeschylus 
Oresteia,” for a summary of the characteristics of the nomos as they 
are described by Proclus, Pollux, ps.-Plutarch, and others. Ps.- 
Arist. Pr. 19.15 says that nomoi were not arranged in the usual 
Strophe-antistrophe form, and were therefore suited not 50 much to 
the citizen chorus (who needed the regularity of form) as to the 
individual professional artist. Sce also H. Grieser, “Nomos: Ein 
Beitrag zur griechischen Musikgeschichte." 

18. Lucillius, Anth. Pal. 11.133. 

19. РІ. fon 540D-E. : 

20. Pl. Lg. 7000. Huchzermeyer, 73-74, rightly points out that 
this “opposition” between lyre and aulos has been greatly exagget- 
ated in modern criticism, and that it was not until tbe time of Soc 
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rates that prominent philosophers began to attack the influence of 
aulos music. 

21. On Plato's views on the various harmoniai, see Anderson, 
Ethos, 72-73. 

22. Ў Phainias, quoted in Ath. 352C. For the biographical details 
concerning Stratonikos, sce Paul Maas, "Stratonikos," and E. К. 
Borthwick, "Some Problems in Musical Terminology." 

23. Pl. Lg. 669E. d 

24. Cf. also Lg. 810B for Plato's view that rhythm and har- 
monia are essential parts of poetic composition; it follows that any- 
thing which tends 10 obscure those basic elements is unacceptable 
to Plato. 

25. For the “unison” interpretation, see Liddell, Scott, and 
Jones, Greek-English Lexicon, s.v. noóoxooboc; also Anderson, 
Ethos, 96. Ps.-Plu. De mus. 1133B may be correct in describing the 
older style (advocated by Plato) as involving a fixed kind of rhythm 
and a fixed harmonia during the course of a particular song, as 
opposed to the frequent changes allowed in the newer style. 

26. Pl. Grg. 482B. 

27. Cf. Pl. Тм. 144E; Ри. 349E; Ly. 209B. 

28. РІ. R. 531B. 

29. PI. Ly. 209B. 

30. Arist. Po. 1447215; Pl. Grg. SOIE. 

31. Further examples of new words developed from existing 
words include kitharisma ("that which is played on the kithara") 
and kitharisis, another word for "kithara playing.” 

32. Plu. De Pyth. or. 16. 

33. Apulian: Altamura 2; Madrid 11078; Trieste S401; Bonn 
98; column krater once Berlin, Adolf Hitler; York, City Ап Gallery 
19. Lucanian: Trieste 1695. Etruscan: Berkeley 8.935: Heidelberg 
E96; Parma C101. 

34. Doubtful examples: Naples H1984 (with inncr-arm deco- 
ration and an added rectangular basc); Paris K526 (a lyra?); Boston 
13.207 (a kithara?), Etruscan; ring, London R1068 (a lyra?); an 
unnumbered Naples oinochoc (a crescent soundbox with finger- 
length protrusions along the outer edge). 

35. Heidelberg 26.90; Berkeley 8.997. 

36. Vases: Syracuse 17427 and Boston 28.108. Scaraboid from 
Leningrad in Boardman, Greek Gems, no. 601. 

37. Athenian krater: London E502; Bocotian krater; Athens 
1385. On a votive relief of ca. 400 в.с., Sparta 468, Apollo and 
Artemis appear in the familiar libation scene. A marble relief of ca. 
27 в.с.-л.р. 14, Cleveland 30.522, in archaizing nco-Attic style, 
presents a libation scene; but the figures are Apollo kitharoidos and 


a Nike pouring the libation. М 
38. Terra-cottas: Athens Kerameikos HS 264; Thessaloniki 


үп, 190, and XIV, 222; Lindos, Rhodes 2917. | 
There are also a number of Hellenistic statues and reliefs, and 
Roman copics of Hellenistic statues, of Apollo Kitharoidos (London 
1380 and Nicosia, statue from Salamis), but the instruments ins 
c no longer of the old Sth-c. type. 
ете — portrayed in a Cypriote terra-cotta (Nicosia 
XVI, 77) and a small Cypriote half-length statue (London C352) 
may also play the standard kithara; their instruments are tou dam- 
aged for this to be certain. 
40. Boardman, Greek Gems, no. 721. 
41. Madrid 11034; the painting spei З be а Lucanian copy | 
Я 360 в.с. (гот ап Athenian model. , 
— Lucanian squat lekythos. Landon E695 (ca. 400 в.с.) 
seems 10 have a Dionysiac scene. with а central bearded figure 
(Dionysos?) riding a camel, and attendants playing kithara E үз: 
pana. A satyr plays the kithara on an alabastron of ca. 340-320 a c. 


fonce Roman Market). On Taranto 8129 a seated woman (Apbro- 
dite) bolds the kithara (see text below). 

42. Іа two farther paintings the instrument is of uncertain type: 
ов а Pacstan lckanis tid, Paris K570, the instrument's undecorated 
arms arc thin and the crossbar has no knobs; on Apulian-Campan- 
ian iekythos Wsrsaw (Goluchow) 125 the long, lyre-like arms have 
RO visible crossbar, 

43. The other vases are Naples Stg 574; Ruvo 1500; Copen- 
hagen 3757. Naples 1762 (82110): Leningrad 355; an early 4th-c. 
Lucanian oinochoe of unknown location; and Melbourne 90'S, an 
Apulian vase eth a scene that includes two comic (phiyar) char- 
acters. 

On а Campanian beli krater once New York, Kevorkian 71, 
there is 00 Marsyas, but Apollo sits with the kithara between two 
Muses. 

44. Other fragments offer Apollo with scepter-bearing Zeus 
and a Nike bringing а fillet (Boston 61.112): Apollo in elaborate 
costume reaching out toward anothet figure, New York 20.196; and 
a head, presumably Apollo, Sydney 51.37. 

45. Н. R. W. Smith, Funerary Symbolism in Apulian Vese- 

Painting. 
46. Apollo, his kithara near him, observes a young couple driv- 
ing away in а quadriga on Richmond, Va. 8.55, where the loom/ 
abacus is also present. On the handloom. see Sarah Pomeroy, "'Sup- 
plementary Notes on Егіппа." 19. For the argument that the ladder- 
like object rs a musical instrument, sce Eva Keuls, “The Apulian 
‘Xylophone’: A Mysterious Musical Instrument Identified,” 476-77 
and pl. 66, fig. 2. 

47. Apollo is part of a punfication scene on Taranto 8925. 

48. Sec A. D. Trendall and T. B. L. Webster, Illustrations, pl. 
ЗУ, 31; A. D. Trendall, "Phlyax Vases." pl. 46, по. 49. 

49. Smith, Funerary Symbolism, pl. ta and p. 43, has pointed 
this out. 

50. Orpheus appears before Hades on several other vases: 
КОТ Сой. 14; an amphora at Taranto; and Malibu 77 

51. See Smith, Funerary Symbolism, рі. 12, 23. 

5. This Orpheus and the one on Milan 270 stand on tiptoc as 
though dancing. 

5X. According 10 Trendall and Cambitoglou, the scated youth 
in Thracian costume on Naples. private coll. 352 (RFVA, pl. 184, 


son. Themis, 511-23 

55. Other swan's-head instruments: a аһ barbitos i 

3 on 

from Teos (London, Anson 363), a lyra on an Etruscan — 
са. 400-140 a-c.. Oxford 1917.54; and а kithara later than tbe 4th 
century bdd by a figure in terra-cotta in W. Frochner. Terres cuntes 
`2. 2 55. See also F. Winter, 
Vii de {реп der figurlichen Terrakonten 

56 L Anson, Numnmaa Graeca, R i 

А Pt. 6. рі. 4-5 The 
Mrtikne mentioned (Anson no. 323} has eight strings. — 

57. ®: Kassel T. 723. Munich 3:97 Sor 9: Milan 27). 10. f 
from Ferscia Сой. Xxcation unknown (if the drawing — 
Pemas, Rappreseniatiun, p. 47. fe 8. is correct). Ц. Naples 82110. 
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58. The soundbox sections аге indicated on Adolphseck 178 
and perhaps also on Naples 82110. The small protrusions are also 
seen on Ruvo 1500 (fig. 2a). Madrid 11034, and Karlsruhe B4. 

59. Diagonal sling: Madrid 11034. Karlsruhe B4. Copenhagen 
3757. Boston 61.112. Others with cloth in two strips: Copenhagen 
3757, Karlsruhe B4. Milan 270, Munich 3297, Naples 82110. and 
Naples 3222; others have none or are not clear. 

Madrid 11034 has an "old style" cloth, another indication that 
this is a copy of a scene from an Attic vase of earlier date. The 
"swan's-head" examples have no sling. sash, or cloth. 

60. Apollo is the player in both: seated in the upper zone with 
Hermes and Athena, above the Danaids. оп Ruvo J 494; again with 
Hermes attending a bride on the Lentini vase. 

61. The painter of Leningrad St. 498 did not understand the 
purpose of the left-hand wrist sling, for he drapes it slackly, diag- 
Onally across the soundbox. 

62. Other examples of marriage rites: seated couples on New 
York 11.210.3, Bari 3720. and Bari. Lagioia Coll.; seated man or 
woman with attendants in preparation scenes on Brusuglio private 
Coll. 9, vase once Basel Market, and New York 17 46.2. 

63. On Athens Acropolis 56 NAK 232 (late 4th century?) one 
Of the few non-ltalian representations, a seated woman plays the 
Italiote kithara in a scene of women and Erotes moving about an 
altar and a large krater. with grape clusters in the background. 

64. Other terra-cottas (except the Samothrace Eros and Bos- 
ton 97.300) in Winter, Typen Il, 138-40. 

65. Boston 10.234 (dots on lower string fastener), Geneva, 
Chamay Coll. pelike, Lipari 749A. Torino 4149, Leningrad terra- 
em 8785, Nauplia oinochoe without number, and Bari, Lagioia 

1. 

66. On Boston 10.234 the soundbox is white and the arms аге 
Bold. Two further examples of the Italiote kithara on Apulian vases 
London F 309 and F 399, which have not been seen by the authors, 
arc reported in R. A. Higgins and К. P. Winnington-Ingram. "Lute- 
Players in Greek Art.” 69. 

67. Oxford 1945.2; Florence 81947; Athens 774 and 775, dated 
after 350 в.с. For a phorminx-playing siren from Asia Minor. see 
chap. 6. 

68. Thessaloniki 2465; Eleusis Mus. marble relief of two fig- 
ures, one a bearded man who holds a lyre. 

69. London 1917.7-25.2 and Vienna 202. 


70. Munich 3268, Amsterdam 2579, and London E695. 

71. Toronto 410 and Berlin 4532. 

72. Brides: Copenhagen, Chr. VIII 316; Cambridge. Mus. 
Class. Arch. UP 143. Grooms: London F270: a Naples oinochoe; 
Rome, Vatican T 11; Mannheim, Reiss Mus. Cg 143. 

73. Paris. Cab. Med. 483. 

14. Bonn 100; Mannheim, Reiss Mus. Cg 315; Madrid 11223. 

75. Athens 1187; krater once Northampton 74. 

76. Muses: Munich 3268; krater once New York. Kevorkian 
n. Muses also appear in the Apollo/Marsyas scenes where lyra. 
kithara, and auloi are found. Symposium: Naples 85873. Brides: 
Cambridge. Mus. Class. Arch. UP 143: Copenbagen Chr. VIII 316. 

T7. On one of the few early Italiote vases. London E695. а 
bearded man in Eastern dress, with cap and zigzag-decorated boots 
Plays the lyra (?) while walking with a similarly dressed man riding 
a camel (Dionysos?), 

78. Henri Metzger, "Lebes pami du Musée 
National Айат p.a D лее rouges 

79. Mannheim Reiss Cg 143: Rome. Vatican T 11. 


80. Copenhagen Chr. VIII 316 (eight k Madrid 11223. 
ew hagen Chr. 16 (eight kollopes). 


NOTES TO PAGES 186-83 


81. The most common variant, seen on several Italiote vases 
and a ring stone of mainland or East Greek origin, is a soundbox 
that looks squashed—usually an oval lengthwise between the arms, 
though on the ring stone there are squared corners: Bonn 100, Paris 
K 121, Toronto 410, Naples 112855 (Gnathian), cornelian ring stone 
London 1153. The lyre on Paris K 121 also has straight, diverging 
arms, and its crossbar is at their top. 

The soundboxes seem crescent shaped (with squared ends) or 
half-ring shaped on Italian relief ware of the 34-24 centuries B.C., 
e.g., Paris Н 261, Н 292, and Ist century a.D.: New York 19.192.31 
(with chelys pattern on the front!). The lyre on Mannheim Cg 143 
appears to have been carelessly repainted at some time; it may 
actually have been an Italiote kithara. 

82. Florence 81947; Paris G 516. 

83. Attic vases Boston 10.206; London E 129; Naples 3240. 
Marble siren Athens 774 (a similar siren, Athens 775, shows the 
border only). Terra-cottas: Nauplia, plaque from Tiryns; Rhodes 
2355, 2918, 2919. Italiote vases: Munich 3268 (sce above); Paris K 
570. The chelys pattern can be seen іп Ist-c. в.с. Arretine relief 
ware examples: New York 08.258.37, 19.192.16, and 19.192.18. 

84. Ring stone dated ca. 375-325 в.с. West slope ware: Athens 
Acropolis 1177 and Athens Agora P 7888. 

85. Attic examples, all from the turn of the century (ca. 420- 
390 в.с.): Athens 1187; Berlin 2402; Florence 81947; Cambridge, 
Fitzwilliam GR 147, 160, 161.1899. Italiote: Cambridge, Mus. 
Class. Arch. UP 143; London F 270. 

86. Some good examples: Attic: Florence 81947, krater once 
Northampton 74; London E129; Athens Agora P 7888; Athens 
Acropolis 1177. Italiote: Amsterdam 2579, Milan ST. 6873, and 
Toronto 410. 

87. Attic: Athens 12254, Boston 01.8255, Vienna 202. Italiote: 
krater formerly New York, Kevorkian 71. 

88. Lines on arms: Attic, Florence 81947; Italiote, Amsterdam 
2579. Lines across tops of arms: Paris, Cab. Méd. 483. 

89. For an earlier example scc chap. 6, fig. 13 and n. 53. Vases 
with clear views of the plektron dated between 420 and 390 B.C.: 
Berlin 2402, Florence 81947, New York 49.11.2, krater once 
Northampton 74. 

90. Pl. Lg. 794E. See chap. 3, пп. 7 and 62. 

91. IG ed. min. ПЛІТ, 1388 2.80. 

92. For a good illustration of the shuttle, see the black-figured 
lekythos attributed to the Amasis Painter, New York 31.11. 10. Fur- 
ther discussion of the analogies in Greek literature between weaving 
and playing the lyre may bc found in J. M. Snyder, "The Web of 
Song: Weaving Imagery in Homer and the Lyric Poets." On the loom 
itself and problems in terminology, see Grace M. Crowfoot, "Of 
the Warp-Weighted Loom.” 

93. Pl. Cra. 390B. See also Euthd. 289B-D. 

94. PI. Phd. 85E-86B. 

* 95. Athens 14901, Ferrara T.406, Stockholm 2. Satyr: London 

228. 

96. Woman in naiskos: Paris, pelike. Courtship: Naples 81953, 
Toronto 456, and possibly Naples 3218. . 

97. On three vases with small arcas for scene painting. 8 
woman playing the harp appears alone. Various clements (thymia- 
terion, grape cluster and flowers, or on the reverse, Eros, swan. 
and fawn) suggest that this is Aphrodite. Women ате almost invar- 

{ау modestly dressed, but two of these figures (the third has not 
been seen) are nude to the waist: Heidelberg 26.86. Los Angeles 
50.8.25, and Leipzig Univ. T-716. 

98. Lavers also on Naples, private coll. 
Méd. 1049. 


23 and Paris, Cab. 


23 


. 99. Groom and attendants: vase of unknown shape and loca- 
* (Herbig IV-2b no. 4, p. 184); Naples 2867. Couple: Torino 
There аге no harp-playing sirens from the western Greek world, 
but a Paris terra-cotta from Kyrenaika (Benghazi, Libya) of a mon- 
key that plays the harp may be of the late 4th century. 

100. Attic: London E228. Italiote vases: Copenhagen Chr. VIII 
316, Cambridge, Mus. Class, Arch. UP 143, Naples 2867. On Stock- 
holm 12 (Apollo between two Muses) the open arched harp and a 
standard kithara (but with rounded base) appear together. On a 
Gnathian krater (late 4th century), Naples 80084, the same instru- 
ments—aulos. harp, Itahote kithara—are used as decoration. On 
Stockholm 12 Apollo holds an instrument that is a conflation of 
kithara and phorminx, while a Muse plays the harp. 

101. This was noticed long ago; Wegner, Musikleben, 47, quotes 
Abert to this effect and agrees. The only 4th-c. exceptions occur 
on Stockholm 12, where the player's extended right hand holds a 
plektron (!) also seen on Paris Cab. Méd. 1048, and on London 
E228, where the satyr playing is seen not from the right but from 
the left front, making the nght-hand position hard to judge. 

The unnumbered Leningrad scaraboid, Boardman, Greek 
Gems, no. 600, shows the instrument held with the longest strings 
nearest the player, but the left hand still reaches to the farther (in 
this case, shorter) strings. Among the similar Sth-c. spindle harps, 
the player's left hand is on the shorter strings in Athens 14791, the 
longer ones on New York 37.11.23; on New York 07.286.35 and 
Würzburg H 4455. both hands are at the same place. 

Only on Naples 81392 (5th-c. Italiote) does the player of an 
arched harp have her right hand advanced, but it appears to be 
damping, not plucking. For Sth-c. references, sce chap. 6. 

102. This example has a scparate base underneath the neck to 
which the strings are attached. The harps on Leningrad B 3128 and 
Stockholm 2 (no satisfactory reproductions available) may be of the 
same kind; Stockholm 2 may show an instrument with a separate 
base. 

103. Nauplia, unnumbered Hellenistic-period oinochoe, buff 
with red, black, and white; Nicosia, Cyprus, terra-cotta figures XVI, 
90a and 90b; Leningrad 875 EE; and Naples 113349 (rom Taranto. 

104. It is not certain to which of these groups the Paris vase 
mentioned by Herbig should belong (IV-1, 2, p. 180); he scems to 
say that it bas the row of points, since of his four examples "with 
or (less often) without rows of points," two of the remaining three 
lack them. 

105. 10-12 strings: Copenhagen Chr. VIII 316, Naples Stg 699, 
Paris Bibl. Nat. dc Ridder 1047. 

Arched angle harps, separate base: Paris pelike, Naples Stg 699, 
Paris Bibl. Nat. de Ridder 1047. : 

No separate base, or uncertain: Copenhagen Chr. VIII 316, Paris 
terra-cotta from Kyrenaika, Stockholm 12, Torino 4129. 

106. Items in this group: London E228, Atheos 14901, Boston 
01.8101, Naples 2202. Thc row of small circles ulong the neck on 
London E228 suggests side tuning pegs around which the strings 
are affixed rather than around the neck. On Naples 2202 the 12 
strings arc carelessly drawn so that they run from the neck to the 


post. 
107. Scc also Naples 2867. 
108. Toronto 926.19.7 also seems to have a bird. or perhaps an 
animal's head, at the front of the soundbox. 
109. Toronto 926.19.7 docs not have à separate base: Naples 
а j clear. 
2867 und 81953 (fig. 15) are not completely c! 
110. Others with figure of bird: Cleveland 28.60] and Naples, 
23, both cxcellent examples with kollopes and separate 


рее Berlin 3291 (late Sth century): 


bases as well as Jong-legged cranes; 


эн 


Naples NAW: Leipag Univ. T-716: a vase of unknown location and 
shape. Herbig's IV-2b, 4, p. 184 (no reproductions of the last two 
box availahle). 

Others with design resembling shape of bird: Naples 3218 (close 
resemblance); Cambodge, Mus. Class. Arch. UP 143 (lower half 
of esstrument only); Paris Cab. Méd. 1048: pelike of unknown lo- 
tabon t Herbig. IV-2b, 5. p. 184 (no reproduction available]). 

111. Berlin 3291 (late Sth century) also has a separate base. and 
the presence of one is suggested on Naples 80084 (350-300 в.с.). 

112. Cambridge. Mus. Class. Arch. UP 143 and Heidelberg 26/ 
86 show harps with wide necks similar to that of Boston 00.360 (fig. 
13). Heidelberg 2686 is damaged. but the harp's post may have 
been bird shaped, as the remaining lower part of the post curves 
ontward, 

113. Ton fr. 22 (Snell), quoted in Ath. 6E. 

114. Pl. Prt. 3470. 

US. Ps.-Arist. At. 50, 


216. As Chester Starr, "An Evening with the Flute Girls.” 406, 
Ponts cut, this passage “is the only evidence for the fixing of wages 
at Athens" For a survey of several woman musicians of the 4th 
century, see Sarah Pomeroy, “Technikai kai Mousikai.” 

17. Н. Michell, The Economics of Ancient Greece, 131, 165. 

118. Men. fr. 319.1-6. 

119. Thphr. HP 5.7.6. 

120. Fnsk, vol. 2, р. 674; Chantraine, 986. 

121. Arist, Pol. 13431240. А 3d«. в.с, historian, Neanthes, 
thought that the sambyke was the invention of Ibykos (6th century); 
tee Ath. 637В. 

122 Ath 63F. 


123. Ps.-Arist. Pr. 19.14. The context is tbe author's query as 
to why the voice when singing an octave apart from the accompa- 
niment of the phoinikion ts often Perceived as being in unison with 
the instrument. Michaelides, Music of Ancient Greece, 250, classifies 
Phoinix and phoinikion as harps (but on what evidence?) 

124. R. A. Higgins and R. P. Winnington-Ingram, "Lute-Play- 
ers in Greek Art.” have assembled а group of representations that 
includes ten terra-cottas dated 330-200 э.с., plus the Mantinea re- 
lief, Athens 216. An additional terra-cotta from Memphis is of later 
date, according to the authars; and on a Campanian squat lekythos 
(Landon G 21). dated by Trendall ca. 20 в.с. (Early South lalian 
Vase Punang, pl. 16c), а woman "is apparently playing a musical 
instrument, which can only be a lute.” However, though the wom- 
an's arms ate positioned as ti h she were playing the lui $ 
may hold опу a fillet. or a —— эы ‚ш 

An additional terra-cotta not listed is London 1968.11-29.1, 
Egypt. a figure of a boy Playing a tute dated ca. 250 вс. = 


NOTES TO PAGES 183-204 


125. Pausanias 8.9.1 attributes the work to Praxiteles. who 
worked from about 370 to "not more than some ten years after 343"; 
see A. W. Lawrence. Greek and Roman Sculpture, 188. This attri- 
bution is accepted by Margarete Bieber. The Sculpture of the Hel- 

i 52. 

— De mus. 1142F: Phid. Mus. 11.77 fr. 9 (p. 10. 
ur Higgins and Winnington-Ingram. “Lute Players in Greek 
An” 65. 

128. The exception. Paris CA 574. is said to come from Tanagra, 
but this may bc open to question. 

129. Chantraine, 855. 1019. On pandoura see also Emilia Mas- 
son. Récherches sur les plus anciens emprunts sémitiques en grec. 
90-91. 

130. Matron, quoted in Ath. 183A. 

131. Pythagoras, quoted in Ath. 184A. 

132. Theopompos of Colophon. quoted in Ath. 183B. 

133. Pl. R 399C-D. Translations of the names for instruments 
can render this passage hopelessly garbled; cf. Rouse. who trans- 
lates the many-stringed pektis as "gittern" (a guitar-like instrument 
with few strings) and the seven-stringed kithara as "harp" (which 
usually has many strings). The passage is sometimes misinterpreted 
as refernng literally to an increase in the number of strings. as in 
Pierre M. Schuhl. "Platon et la musique de son temps"; he quotes 
Robin's translation. which reads. "Nous n'aurons donc pas besoin, 
pour les chants et la melodie. de multiplier le nombre de cordes. ni 
non plus d'embrasser la totalité des harmonies?” See above on the 
usc of polychordia as a synonym for polyharmonia. 

134. Arist. Pol. 134122]. ^ 

135. Pl. Lg. 700С. In later times. the pressures of changing 
Customs in connection with musical competitions are reflected in a 
34<. a.D. papyrus from Karanis that prescribes the rules of conduct 
for auletes and kitharists; cf. Orsamus Pearl, "Rules for Musical 
Contests." 

136. See Henderson, "Growth of Ancient Greck Music,” 12. 

137. РІ. Сув. 501Е-502А. 

138. РІ. Symp. 1790. 


Chapter 8: Questions and Conclusions 


1. Possible harp: Athens 784 (Aign 95, V/14). The 6th-c. lyre 
with arms like those of the Minoan lyre, on a funerary chest from 
Campania, is discussed in Aign 187, ЕЛІ. 

2. Wegner, Griechenland, 65, 71, 94, with pil. 36 and 42. 

3. Ath. 182f. 

4. Kleonides Eisagoge 3.67. 

5. Peter Gammond, Musical Instruments in Color, 13. 

6. 


x Pi. N. 1021-22; Р 4.294-297; N. 9.7-9; fr. 1402.61 (Snell); 
? 11-4. 
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Ariadne: pictured with Apollo, 
56; pictured with Dionysos, 
57, 114, 178, 179, 181, 
226n16, 235n5 
Arion of Lesbos, 31, 58, 167, 
178, 201, 223n39 
Aristophanes, 55, 67, 87, 94- 
95. 148; on phorminx, 54, 59, 
62. 65; usc of lyra, 79, 80, 
229n8; on barbitos, 119, 
237n68 
Aristotle: references to kithara, 
54, 226n24; on music and ed- 
ucation, 87; on barbitos, 121; 


on harps, 149, 151; on music, 
166, 167, 170; on musical in- 
Struments, 181, 184, 186 
Aristoxenos, 40, 148, 149, 201 
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Artemis, 85, 225n14, 230n36; 
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with Apollo, 28, 32, 56, 64, 
81, 83, 171-79 passim, 185, 
226nn16-17, 227n60, 241037; 
in libation scenes, 55, 81, 
229nn18-19 
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“Asiatic kithara,” 239n47 
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Athena, 61, 84-85, 226nn16- 
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with chelys-lyra, 82, 229n17; 
in Italiote paintings, 242n60 
Athenacus, 40, 118, 147, 149, 
155, 239n56 
Athenaion Politeia, 184 
Athena Painter, workshop of, 
226n19 
Athens, 53. See also individual 
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Auletrides, 5, 184 
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5, 85, 86, 90, 115, 117, 140, 
141, 230n46, 235n21; in Ho- 
mer, 10; and lyre in late Geo- 
metric art, 12, 13; in Archaic 
period, 30, 33, 34, 35, 39, 
222n14, 223nn23. 31; played 
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58, 68-69, 176; and drama, 
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229n29; and chelys-lyra, 85, 
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113-21 passim; literary refer- 
ences to, 116. 119, 120; and 
Anakrcon, 118-20; and 
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and phorminx, 140, 11; iu 
4th-c. paintings, 170, 242055; 
role of, 202. See also unde 
subject headings 
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Bases: oa Minoan lyres, 2; on 
Мусепеап tyres. 7. 8; оа OP- 
mare hyres, 9, 221038; in late 
Geomeun ап, 12. 13, 
221n49, 222154; of phorminx, 
27, in Archaic ant, 28; of 
kithara, 32. 175, 177; of 
harps, 152, 153, 183, 


Berlin Paimer, 65 
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219n3; and byres, 28, 34, 37; 
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243—440110, 2440112; and 
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Boethus, 155 
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18, 121, 235n24; and phor- 
minx, 141; and harps, 153, 
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36-39 passim, 95, 96, 180, 
233nn112-14; on kithara, 66, 
173, 177, 228n68, on barbi- 
tos, 126, 237087; on phor- 
minx, 143, on Thracian 
kithata, 145, 147; on lutes, 
185 
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lyra, 36. 94-95, 232n99 

Castor, 57, 84, 91 

Cheiron (Pherekrates), 62, 172 

Chelys-lyru, 41, 55, 99, 202; in 
Arcluic art, 12, 29, 36-39, 
224nn73-74; ап Archaic liter- 
ature, 35-35, 224n65; generic 
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tuted for kithara, 81-32, 
22916; in mythological 
Scenes, 82-55, and education, 
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life, 85-91; and harbitos, 86, 
90, 91. 231n80; aod phor- 
mins, 91, 140, 141, 17У, 
23853; in 4th«c. paintings. 
166. 178-&0. 187; and barp, 
179, 182. See also under sub- 
pect headings 
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chondopoles, 22 

Cicero. 155. 23047 

Ciotbs: with kithara, 32, 33, M. 

Я 74, 177. 

TORenK1-R3. ShelvsAyra, 

38. 99. 235153; with phor- 
mar 125. See aso Files; 
Sashes 
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Comrucsion: Cycladic harps, 1: 
Sitzacan tyres, 2, 7, 22006- 


h 






8; Homeric phorminx, 6-7, 
221n29; Mycenean Iyte, 7-8. 
221n32; post-Mycenean lyre, 
9; of hres in late Geometric 
art, 11, 12-13; of kithara, 6$- 
67; of chelys-lyta, 94-98, 
179-80, 203; of barbitos. 
124-27; of pborminx, 142-45; 
of harps, 148, 151. 183; of 
Hellenistic kithara. 175; of 
Italiote kithara, 177-78: of 
tyres, 180-81, 203; of lutes, 
185, 186. See also constituent 
parts of instruments by name 

Contest scenes, 61; with kith- 
ara, 57, 146; with chelys-lyra, 
89, 231nn62-66. See also Mu- 
sical contests 

Costumes: of kithara players, 
54, 57-61 passim, 64. 69; of 
chelys-lyra players. 92, 179, 
242n77; of barbitos players, 
114-20 passim, 236nn35, 37, 
39; of Thracian kitharists, 146 

Cranes: оп harps. 183, 188 

Cratinus, 67 

Critias, 116, 118 

Crossbars, 184; Minoan lyre, 2; 
Homeric phorminx, 6; Myce- 
nean lyres, 8; post-Mycenean 
lyres, 9; in late Geometric 
art, 12, 13, 222154, 222056; 
Archaic lyres, 25, 29; kithara, 
32, 33, 34, 64, 66, 228n69: 
Chelys-lyra, 36-39 passim, 97, 
180, 224n74, 225n76. 
234nn127-34, 243n81; barbi- 
tos, 124-25, 257n&?; phor- 
minx, 144, 239n29; Thracian 
kithara, 145, 147; 4th-c. kith- 
ura, 173, 174; Hellenistic 
kithara, 175; Italiotc kithara, 
177 

Cycladic harps, 1-2, 151, 
219nn1-2 

Cyclops (Euripides), 116, 
239n47 

Cyprus, 8-9, 152, 185 


Damon, 81. 87, 166 
Damping of strings, 200: on Mi- 
noan lyre, 3; оа kitbara, 64; 
ов chclys-lvra, 92, 95, 179, 
18); on bartwtos, 122; on 
phorminx, 142, on harp, 182 
Dance: musical accompaniment 
to. in Homer, 11, 221044; in 
late Geometric art. 11-12, 13, 
M, 221051; and phorminx, 
27. 29, 141-42; and chelys- 
lyra, 38, 86-87, 178, 179, 
22. 23516; 
КЗ rps, 149, 
Dardanos, 84, 230032 
Death: and chelys-lvra, 39, 178 
Deiope, 146 
Demeter. 56, 226016, 236034 
i, $, 2:23 
4, 5, 10-11 


Demokritos, 85 

Demonassa, 178, 179 

De musica, 25 

Diogenes of Oinomaos, 148 

Diomedes, 229n20 
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and phorminx, 139-40; and 
chelys-lyra, 178, 179; and 
harp, 182. See also Komos 
scenes 

Dionysos, 56, 64, 69, 172, 
226nn16-17; cult of, 29, 119, 
146. 171; and lyte, 35; and 
kithara. 56-57. 66, 69. 146, 
171, 173, 175, 241n41; and 
chelys-lyra, 81. 82, 86, 91, 
178-79, 229n17: and barbitos, 
113-14, 127, 202, 235nn4-5; 
and harp. 153, 181 

Dioscuri (Castor and Pollux), 
57. 84, 91 

Dithyramb, 146, 223n39, 
224n60 

Dorian mode, 168 

Drama. 59, 69 

Drinking scenes: and chelys- 
lyra, 37, 38, 41, 225n76; and 
barbitos, 39, 40, 114, 119; 
and Italiote kithara, 176. See 
also Komos scenes 

Drinking songs, 35. See also 
Anacreontea 


wA 84, 87-89, 121, 166- 

Egypt, 1, 2, 152, 185, 219-2005 

Enneachordon, 201 

Entertainers, professional, 184. 
See also Auletrides; Kith- 
aristes; Kitharodes 

Eos. 83-81, 90, 230nn30, 32 

epiporpama, 58 

Erato, 141, 145 

Erichthonios, 85 

Erosierotes, 89, 90, 91, 173, 
230-31п61; and chelys-lyra, 
85. 92, 178; and barbitos, 
117-18, 235022; and phor- 
minx, 141, 23819; pictured 
with Thamyras and Muses, 
145, 146; pictured with Aph- 
rodite, 172-76 passim; and 
ltaliote kithara, 176-77. 
242063; and harp, 181, 182 

Erotic scenes: and barbitos, 
117-18 

€ulvros, 80 

Eumolpos. 146 

Euphorion, 184 

Eupolis. 87, 150, 151 

Eunpides, 150, 239n47; and 
kithara, $4, $9, 65, 225nn7- 
5 о га and phorminx, 

. 80; refer i 

"n ences to barbitos, 


Eurydice, 2, 172-7 
күне, 72-23, 229022, 


Eustathius, 6 
Euthymides, 88 


INDEX 


Evidence: limitations of, 53; in 
Hellenistic times, 165-66; 
gaps in, 199-200 


Fertility songs, 10 

Festive occasions: and lyres, 
10-11 

Fillets: with kithara, 68, 147; 
with chelys-lyra. 99; with bar- 
bitos, 126-27, 238n90; and 
phorminx, 145. See also 
Cloths 

Formal entertainments: and 
lyre, 10-11 

Frame drums. See Tympanon 

Frame harps, 1, 151-54 passim, 
182, 183, 187. 188, 221n49 

Frogs (Aristophanes), 59, 80, 
94 


Funeral rites, 9, 10 
Funeral scenes, 38 


Groom, pictures of: with harp, 
182. See also Wedding scenes 


Hades, 172-75 passim, 242n50 

Harmonia, 146 

Harmoniai (modes), 167, 168, 
169, 241n24 

Harmonics, 63, 93, 200, 227n54 

Harpies, 90, 91 

Harps, 80, 147, 151-54, 202-03, 
220012, 231n71; Cycladic, 1- 
2, 151, 219nn1-2; and phor- 
minx, 140; eleven stringed, 
154; in 4th century, 166, 181- 
88 passim; and chelys-lyra, 
179, 182; defined, 219n1; and 
kithara, 243n100. See also 
types of harp by name and 
under subject headings 

Hebe, 56 

Helen of Troy, 173, 181, 242n53 

Hellenistic kithara, 165, 174-75, 
187 

Hephaistos, 114, 171 

Heptagonon, 184, 186 

Hera, 56, 84, 85, 230n26 

Heracles, 81, 84, 91, 172, 173, 
201; pictured with Apollo, 
56; and kithara, 57, 59. 63, 
64, 66, 69, 176, 226nn18-19. 
228n89; and chelys-lyra, 82. 
84, 92; pictured with Linos, 
88; and barbitos, 114. 235n8; 
and harp, 152, 181 

Heraclitus, 96, 203 

Hermes, 55, 56, 57. 81. 114. 
226n16, 229п22. 230135: in- 
vention of chelys-lyra, 26. 30, 
35-36, 41. 82, 84, 94; and 
syrinx, 69; pictured with 
chelys-lyra, 82, 83. 84. 91, 
92, 229n17; as psychopomp, 
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84; in Italiote paintings, 172, 
242n60 

Herodotus, 31, 40, 58, 81, 148, 
223n39 

Hesiod, 25, 30. 55. 80, 83, 
222nn4-5, 223037, 229n26 

Hesiod Painter, 141, 142 

Hesychius of Alexandria, 147 

Himeros, 90, 118 

Hipparchos, 57, 118 

Hippias, 57, 118 

Homer, 80. See also ай; 
Odyssey 

Homeric Hymns, 26-27 

Homeric Hymn to Apollo, 25, 
26, 27, 30, 223n32 

Homeric Hymn to Hermes, 26- 
27, 30, 35, 41, 94, 95, 
222n12, 232n99 

Horace, 127 

Horned kithara, 147. See also 
Thracian kithara 

Horns (musical instruments), 91 

Hydria. 55, 56, 81, 90, 118, 121 

Hyginus, 85 

Hymenaios (wedding song), 10 

"Hymn to Aphrodite" (Sap- 
pho), 25 


lambyke. See Sambyke 

Ibykos, 244n121 

Icarus Painter, 117 

Ichneutai (Sophocles), 79, 94 

Шаа, 4-7, 10-11, 220n16 

Iolaos, 57, 84, 91 

Ion of Chios, 151, 154, 184, 
240n81 

Ion of Ephesus, 241n14 

Iphicles, 88, 140 

Iphigenia (Euripides), 59 

Italiote kithara, 165, 175-78, 
185, 187, 242n66; and harp, 
182, 243n100 


Julius Pollux, 122 


Kalathiskos (basket dance), 
142, 179 

Kalliopc, 83, 120, 146 

Kalos vases: with barbitos, 118, 
236n27 

Karyatid dances, 141 

Kephalos, 83-84 

Kinesias, 167 

kithara, 5, 31, 41, 53-55, 
223n41, 225n3 

Kithara, 41, 69-70, 91, 186, 
200, 202; in Archaic art, 13, 


29, 31-34, 223n48; in Archaic 


literature, 26, 31; vase paint- 
ings of. 55-58; referred to as 
lyra, 79-80; in late classical- 
early Hellenistic times, 165; 
and nomoi, 167; and poly- 
Chordia, 168-69; and chelys- 
lyra. 178, 179; and harp, 
243n100; and lutes, 185; in 


4th century, 187; role of, 202. 


See also under subject head- 
ings; Hellenistic kithara: 
Italiote kithara; "Standard" 
kithara; Thracian kithara 

kitharis, 220nn18-20; in Homer, 
4-5, 220n22; in Archaic pe- 
riod, 30-31, 223n33; related 
words, 170. 241n31 

Kitharis, 4, 26, 27, 30-31 

Kitharistes, 55. 80, 166-67 

Kitharistes, 25, 29, 30, 31, 
226n26 

Kitharistriai, 184 

kitharizein, 4, 30, 55, 80, 81, 
222n23, 229n13 

Kitharodes, 58-59, 61-62, 167 

Kitharodikoi nomoi, 59, 167, 
226n32 

Kitharoidos, 31 

kitharoidotatos, 62 

Kleonides, 203 

Klepsiambos, 201 

Klio, 145 

Knobs. See Crossbars 

Kollopes: on Minoan lyres, 2, 
220n9; on Homeric phorminx, 
6, 220n26; on Mycencan lyre, 
7; in Archaic art, 28, 29, 30; 
on kithara, 32, 33, 34, 64. 66, 
69, 228nn69, 72; on chelys- 
lyra, 37-38, 97-98. 180, 
234nn135-36; on barbitos, 
125, 23778; on classical 
phorminx, 144; on Thracian 
kithara, 146, 147; on harps, 
151, 153, 183, 243n110; on 
4th-c. kithara, 173; on Hel- 
lenistic kithara, 175; on 
Italiotc kithara, 177 

Komos scenes: kithara in, 34; 
Chelys-lyra in, 86, 92; barbi- 
tos in, 114-16, 119, 127; 
phorminx in, 139, 140, 141 

Konnos, 166 

Krater, 55, 59, 81, 114, 229n17 

krekein, 40 

krekolyra, 34 

Krotola (castanets), 30, 56. 57, 
69, 86, 230n46; played by 
muses, 83; and chelys-lyra, 
91, 178, 179; and barbitos, 
115, 117, 120; and phorminx, 
140, 141 

krouein, 170, 181 

Kylix, 55, 114 


Lamentations, 80 

Laomedon, 84 

Late Geometric art, 11-14, 27, 
31, 36-37, 221nn49, 51 

Laws (Plato), 168, 169 

Leagros Group of painters, 61 

Lebes gamikos, 83 

Lckythos. 55. 81, 86, 89, 90, 
230n44 

Lesbothemis, 149 

Leto: pictured with Apollo and 
Artemis, 55. 56. 64. 81. 171. 
174, 185, 225n14, 229018 


Libation scenes, 9, 55-56, 63, 
81, 225n14, 229n18, 241137 
ligeia phorminx, 7, 220n14, 
221n30 
Linos, 88, 140 
Linos song. 10, 221n42 
Lutes, 166, 185-86, 187, 219n1, 
2440124 
Lydia, 26, 39, 40, 148, 149, 
225п88 
Lydos, 29 
Lykurgos Painter, 171 
lyra, 25. 34, 55. 79-81, 225n8 
Lyres, 186: Minoan, 2-3, 7, 13, 
27, 29, 199, 219-20nn3-10; 
Mycencan, 3-4, 7-8, 13, 27, 
199, 223n24; in Homer, 4-7, 
13; post-Mycenean, 8-9, 
221n38; in late Geometric 
art, 11-13, 14; accompany 
poetry, 25, 26, 222nn5, 14; in 
Archaic literature, 25, 27. 
34-35, 60, 226nn34-36; in 
Archaic ап, 27-34; and 
harps. 154; uses of, in 4th 
century, 167; more strings in 
late period, 169; materials 
used in construction of, 180— 
81; music of. 200-01; and 
mythological tradition, 201; 
names for, 201-02: roles of, 
202-03; shapes of, 203; de- 
fined, 219n1. See also types of 
{угез by name and under sub- 
ject headings 
lyrion, 80 
lyristes, 80 
lyrizein, 80 
lyropoios, 80. 229n9 
Lyropoios (Anaxilas), 148 
Lysandcr of Sicyon, 227n51 


Maenads, 56, 57, 69, 91, 
226017; and chelys-lyra, 82, 
92. 178; and barbitos, 114, 
235nn5-6; and phorminx, 
139-40, 238nn4-5; and harp, 
18) 

Magadis. 40, 148-50. 155, 184, 
202, 225nR6, 240nn76, 81; 
early mentions, 25, 223n33. 
225n85. See also Harps; 
Pcktis 

magadizein, 150 

Makron, 84, 139, 140 

Margites, 35, 224n57 

Marriage scenes. See Bridal 
scenes; Groom, picturcs of; 
Wedding scenes 

Marsyas, 56, 82. 91, 171-79 
passim, 185. 242n76 

Mcidias Painter, 146, 178, 179 
Mcidias workshop, 145 
Melcagros Painter. 178 
Mclcs. 241n1$ 

Melousa, 83. 140 
Melpomene, 146, 152 
Menander, 184 

Menelaus. 181 

Mesopotamia, 1, 2, 152 
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Minoan lyres, 2-3, 7, 13, 27, 
29, 199, 219-20nn3-10 
Mortals: pictured with kithara, 
55, $7, 58, 64, 69 
Mousaios, 83, 91, 98, 140, 145- 
46, 153, 240n88 
Muses, 56, 145. 201, 229nn26- 
27, 29, 90-91, 239n41; and 
kithara, 55, 174. 176; and 
chelys-lyra, 83, 90, 91, 92, 
178, 179, 202, 229nn1 1, 24, 
231n80, 242n76; and barbitos, 
83, 120-21; and phorminx, 
139-42 passim, 238nn5-6, 8; 
and harps. 149-54 passim, 
181. 240n88, 243n100; and 
lutes, 185 
Music, 6, 81, 166-67, 168, 
241015 
Musical contests, 60-63, 167 
Musicians: and Minoan lyre. 3; 
men vs. women, 3, 5, 82, 
139-40, 148-53 passim, 179, 
202, 2195, 238nn3-5; court 
singers in Homeric tradition, 
4. 5-6; slave, 5; in Homer, 5- 
6: and phorminx, 29, 134, 
238nn3-5; professional, of 
kithara, 58-59, 146; of 
chelys-lyra, 92, 179; of harps, 
148-53 passim 
Music lessons, scenes of, 6, 121, 
140, 167. 236n51 
Mycencan lyres. 3-4, 7-8, 13, 
27. 199. 223n24 


Neanthes, 224n121 

Necks: on harps, 151, 152, 153, 
183, 184, 244n112; on lutes, 
185 

Nike, 64, 89, 92, 230n36, 
231nn62-63; und kithara, 57, 
61, 146, 228n82; and chelys- 
lyra. 179 

Niobe. 176 

Nomoi. 167, 241nn16-17 

Nuptial vase (lebes gamikos), 
55 


Odeion, 61 

Odvsscy, 4-7, 10-11, 220n16 

Oinochoe. 55. 114 

Olympian Ode (Pindar), 60 

Omphale, 151, 152, 181, 184 

Orchestrides (female dancers), ` 
184 

orchethmos, 27 

Orestes. 81 

Orestes (Euripides), 59 

Ornamentation: of Mycencun 
lyre. 7. 8: of post-Mycenean 
lyre, 9, 12; on Archaic lyres, 
28-29: of kithara. 32. 33, 34, 
54, 66-67, 228nn7U. 73; of 
chelys-lyra, 96. 97. 180, 233- 
34nn124-27; of barbitas, 125, 
237179: of phorminx. 143. 
144, 238nn20-21, 239na24- 
25. 28; of Thracian kithata, 


JOmamenution (coetnued) 
147, 23925 of harps, 152, 
153, 183, 2450104: of Athe. 
tothara, 174; of Hellenistic 
kabara. 175; of абое kith- 
ата. 177 

Orpheus. 172. 201, 229nn22-23, 
231082. 24?nn 5, 52-53. and 
kithata, 33, 80, 145, 170-74 
passim, 239р43; and chelys- 
tyra, 82, and harp, 182; Plato 
оп, 187 

ia festival, 119 

Ovid, 127 


“Padded dancers," 29 

Pacan. 10, 221041 

Pasdogogoi, КЁ, 230n54 

Palestra scenes, 88-89, 91 

Pan. 172. 178 

Panathenaia festival, 60-61, 
146, 26-27n39 

Pandoura, 185-86 

Paris, 5, 6, 173, 242n53; judg- 
ment of, 38-39, 41, 225n76, 
226n18. 230035; and chelys- 
Тута, 38-39, 41, 63-85, 
22576; and kithara, 226018 

Parthencia, 25 

Pausanias, 185 

Pessistrutas, 57, 118 

Peitho, 146 

pekus, 40, 147-48 

Pekus, 40, 147-49, 150, 184, 
186, 201, 202; and Sappho. 
25. See also Harps; Мараш 

Teleus, 56, 68, 83 

Pelike, 55, 81 

Pericles, 61, 87, 226039 

Frrsac (Timotheus), 62, 82, 167 

Persephone, 172, 173, 175 

Phaedrus (Plato), 141 

Phaon, 178, 179 

Phemws, 4, 5, 6, 10 

Pherekrates, 62, 63. 64, 150, 
172. 2486 

Phiale Painter, 239038 

Philebus (Plato), 168 

Phillis of Delos. 240079 

Pluloburtias, 113, 235n3 

Phiyax plays, 172 

Phocna, W1 

Phornihon. 184-85, 2440123 

phormou, 4, S4, N, 225% 

Phormuns. 41, 56, 88, МА), 202; 
10 Homer, 4-7, 10-11, 
220214, 221029: in Archaic 
ростгу. 26-27, 222019, 
2230021. 23. Hamene asso- 
Ganon Vf, 2%, 27; 10 Archaic 
АЛ. 27-M), 223nn27-28, 51; 
and chetywivra. 91. 140, 144, 
179, 235n9; in classical Ath- 
ens, 139-45, 225110: and 


тр» 140: and bardnox 140. 


141; m dth vase paintings 
170 See aiso under subsect 
phormuzan 4 
Phsyga. 9), 113, 150, 25078 


Phrygian mode, 168 

Phrynis, 172 

Pindar, 202, 226n34, 228п2; and 
barbitos. 40, 116. 120. 
235n19, and pektis. 40, 149; 
and phorminx, 54. 55. 60. 68. 
79. 80, 225пп5. 10. 228188 

Pins. tuning: on kithara. 66, 
228п69; on chelys-lyra. 98; on 
barbitos, 125. 237n83; on 
harp, 183. 243n106 

Pitch, manual altering of. See 
Stopping of strings 

Plato (comic writer), 150 

Plato (philosopher). 55. 141; on 
kithara, 54: on chelys-lyra. 
87; on harps, 148. 149. 151, 
154; references to music, 
166-70 passim, 180-87 pas- 
sim, 241nnl4-16 

Playing techniques. 186, 200; 
Cycladic harp. 1; Minoan 
lyres, 3; Mycenean lyres. 7; 
post-Mycenean lyres, 9; as 
represented in late Geometric 
ап. 11; phorminx. 28, 29-30, 
142; kithara, 32, 33, 34, 63- 
64, 69, 146, 173-77 passim, 
227053, chelys-Ivea. 37, 38, 
39, 92-94. 179, 231-32nn84- 
92; barbitos, 121-23. 236- 
37пп55-61; harps, 149-53 
passim, 182, 240n95, 
2430101; developments in, 
168-70: lutes, 185 

Plektrs: Minoan lyre, 3: Ho- 
meric phorminx, 6, 220025; 
Mycencan lyre. 7, 8; post- - 
Mycenean lyre, 9; in late 
Geometric art, 12, 13; in Ar- 
chaic poetry, 25-34 passim, 
222015; kithara, 32, 33, 34, 
64, 65, 65, 2?7nn56-58, 61, 
228nn85-87; chelvs-lyra, 36— 
39 passim. 92, 93, 179, 180, 
23104, 231- 3?nn&6. 88, 
2354nn139-45 passim, archeo- 
logical remains of, 37; barbi- 
105, 122-23. 126; phorminx, 
142, 144, 23932; Thracan 
kithara, 146, 147, 239153; 
harps. 149, 243n101; Hellen- 
istic kithara. 175; ltaliote 
kithara. 177; construction of, 
Au lutes, 183; effect of, 


Plucking of strings, 200-01; Cy- 
cladic harps. 1; Minoan nd 
3; Archaic Iyres. 30; kitha 
ЭА. 63, 146, 177; harps, 40, 
148, 149, 1S2, 154, 182; 
chelys-lyra, 93, 179: barbitos, 
122; phorminx, 142; literary 
references to, 170 

Plutarch, 61, 62. 87, 155, 120, 
172 

Poltux, 57, 84, 91 

Poscidon. 56, 57, 85, 22617 

Posts: on harps, 151, 152. 155. 
182, 183, 240196, 2430112 

Praxiteles, 2449125 


Procession scenes. 11, 12; of 
gods. 32; with chelvs-lvra. 
36-37. 39. 91, 178: with bar- 
bitos, 114. See also Quadriga 
processions, scenes of. Wed- 
ding processions, scenes of 

psallein, 40, 170 

psalterion, 184 

Psaltria. 151, 154, 184 

Pseudo-Aristotle, 150 

Psiax, 124 

Purification scenes, 175, 182 

Pylades, 81 

Pyronides, 172 

Pyrrhic dances, 141, 142 

Pyxis, 83, 90 


Quadriga processions. scenes 
of, 33; and kithara. 55, 56, 
57, 226n16; and chelys-lyra, 
81, 91, 92, 229n17; and barbi- 
tos, 235n5. See also Wedding 
processions, scenes of 


Rattles, 12 

Religion: and music, 1, 2, 3, 9, 
25. 114, 220n12, 235n9 

Republic (Plato), 168 

Rhapsodes, 25, 220n16 

Rhapsody, 167, 241n14 

Rhodope. 173 

Rhythm, 169, 187, 200, 
241nn24-25 


ене processions, 57, 58-59, 


Salpinx, 91 

Sambyke. 151, 184, 186, 201, 
244n121 

Sappho, 25-26. 30, 35, 222n15, 
224n65. 23169; and barbitos, 
25. 39, 120, 127; and kithara, 
30; and lyra, 35. 80, 90; and 
һагр, 30, 148, 154, 202, 
225182 

Sashes: on Archaic lyres, 28, 
30; on kithara, 32, 67-68, 69, 
147, 177, 228nn78, 81; on 


Satyts, 201; and chelys-lyra, 38, 
82, 91, 92. 178, 179, 229017; 
and kithara, 56, 57, 59, 64, 
69, 146, 226117, 227057, 
239146, 241041; and aulos, 
5; and barbitos, 69, 114, 
116, 117, 235nn5-7; and 
none, 139-40; and harp, 


Schoolboys: and 
SUE chelyslyra, 79, 


School scenes: and Chelys-lyra 
87-88. 91, 230057 i 
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Seal stones. 38, 39 

Shield. 27, 222-23n20 

Silenus. 116 

Simonides. 119, 120. 225n82, 
236n28 

Singing. 201. 230n54; court, in 
Homeric tradition, 4, 10-11; 
aoidoi, 5; individuals for own 
pleasure, 11; and kithara, 64, 
69. 146. 177; and chelys-lyra, 
94. 179. 232nn94-95; and 
barbitos, 116. 123; and phor- 
minx, 142 

Sirens. 89. 91. 178. 181. 
231n68, 239n51. 243n99 

Size: Minoan lyre, 2-3; Myce- 
nean lyre, 7, 8; post- 
Mycencan lyre. 9; stringed in- 
struments in late Geometric 
art, 11; phorminx, 28, 143; 
kithara, 33. 34. 65. 173, 178, 
224n49; chelys-lyra, 37, 39, 
95, 179, 232nn100-01; barbi- 
tos, 124; harps. 151, 152 

Skindapsos, 185-86, 201 

Skirophoria festival, 119 

Skyphos, 82. 114 

Skythes, 173 

Skythinos of Teos, 170 

Slings. wrist. 13; Minoan lyre, 
3; Mycenean lyre. 7; in Ar- 
chaic art, 29-34 passim, 39, 
223n31; kithara, 32, 63, 64, 
67, 147, 173, 177, 228n78, 
239п50; chelys-lyra, 98, 99, 
180, 234nn146—47; barbitos, 
126, 237n88; phorminx, 142, 
144, 239n33 

Smikythos, 88 

Snakes. 2, 66, 228n71 

Socrates, 87, 166, 169 

Songs: Homeric types, 10 

Sopater, 148 

Sophilos, 32, 56, 59, 79, 80, 94, 
95 

Sophocles, 145. 148, 149, 150, 
240nn61, 72 

Soundboxes: Cycladic harps, 1; 
Minoan lyre, 2, 220n9; Ho- 
meric phorminx, 7, 221129; 
Mycenean lyre, 7, 8, 221n35; 
post-Mycenean lyre, 9; in late 
Geometric art, 12, 13, 
221n52; Archaic phorminx, 
28, 30, 223128; Archaic kith- 
ara, 32, 33; Archaic chelys- 
lyra, 36-39 passim; kithara, 
65-66, 67, 203, 228n64; che- 
lys-lyra, 95-96. 180, 232n104, 
233nn107-10, 243n81; barbi- 
tos, 125-26. 237nn84-86; 
phorminx, 143, 144, 238n16; 
Thracian kithara, 145, 147, 
239nn50-51; harps, 151. 152, 
153, 183; 4th-c. kithara, 173. 
242n58; Hellenistic kithara, 
175; Italiote kithara, 177, 
242n66; lutes, 185 

Sound quality: Homeric phor- 
minx, 7; phorminx, 54; kith- 
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ara, 54, 65, 227n63; barbitos, 
123-24; harps, 149-50 

Sparta, 25, 31 

Sphinxes, 224n73 

Spindle harp, 152-54, 170, 182 

Stamnoi, 114 

"Standard" kithara, 165, 171- 
74. See also Kithara 

Stesichoros, 34-35, 87 

Stopping of strings: kithara, 63; 
Chelys-lyra, 93; lutc, 185 

Strabo, 26, 54, 113, 201, 202, 
225n78 

Stratonikos, 168, 169 

String fasteners: Minoan lyre, 
2, 220n9; Mycenean lyre, 7, 
8; Cypriote lyre, 9; in late 
Geometric art, 11, 12; in Ar- 
Chaic art, 28, 34; chelys-lyra, 
37. 38, 39, 96, 180, 224n74, 
233n117; kithara, 66, 147, 
173, 175, 177, 228n68; barbi- 
tos, 126; phorminx, 143 

Strings, numbers of, 203; Cy- 
cladic harps, 1; Minoan lyre, 
2, 220n9; Homeric phorminx, 
6; Mycenean lyre, 7, 8; post- 
Mycenean lyre, 9; in late 
Geometric art, 11; phorminx, 
26. 30, 41, 54, 142-43, 
225n10; on Archaic lyres, 27- 
30 passim, 223nn24, 31; Ar- 
chaic kithara, 31-34 passim, 
41; Archaic chelys-lyra, 36, 
37, 38, 41; harps, 40, 148-53 
passim, 183, 240n97; kithara, 
65, 173, 175, 177, 242n56; 
chelys-lyra, 98, 179, 


232nn102-03; barbitos, 124, 
237n69; lutes, 185 

Suda, 147 

Swans, 2, 173, 174, 183, 188, 
242nn$$, 59 

Symposia, 85-86, 91, 116-17, 
184, 230n42 

Symposium (Plato), 187 

Symposium (Xenophon), 141 

Symposium scenes, 116-17, 
127, 178, 179, 235n20 

Syrinx, 83, 90. 186; and kithara, 
68, 69; and phorminx, 140; 
and harp, 148 


Taras, 178 

Telestes, 148, 149 

Terpander, 25, 201, 222nn7-8, 
17; and phorminx, 26; and 
seven-stringed lyre, 27. 36, 
203; and barbitos, 39, 40 

Terpsichore, 83, 120, 140. 146, 
229n26 

Tetrachord, 154 

Thalia, 83, 120 

Thamyras (Thamyris). 5-6, 121. 
201. 229n27; and Thracian 
kithara, 80, 82. 83. 145, 
239n41; and chelys-lyra, 140; 
and harp. 153. 240088; and 
kithara, 231n80 

Thamyras (Sophocles), 59, 145, 
148, 240n72 

Themistocles, 87 

Theognis, 26, 27, 31, 35, 41, 
202, 222nn13-14, 223n23 

Theogony (Hesiod), 25 


Theokritos, 120 

Theophrastus, 184 

Theseus, 38, 41, 85, 225n76 

Thesmophoria festival, 119, 
236n34 

Thesmophoriazusae (Aristo- 
phanes), 79, 119, 148 

Thetis, 56, 68. 81 

Thracian kithara, 80, 82. 83, 
91, 145-47, 170~71 

Threnody, 10 

Timbre. See Sound quality 

Timotheus of Miletos, 62-63, 
82, 154, 155, 167, 203 

Tithonos, 83-84, 230n30 

Tithonos Painter, 120 

Tlempolemos, 88 

Tortoise-shell lyra. See Chelys- 
lyra 

Tortoise shells, 95 

Trichordoi, 186 

Trigonon, 150-51, 179, 184, 
186, 201, 202, 240n82 

Trumpet (ѕа/ріпх), 91 

Tuning: kithara, 64; chelys-lyra, 
93-94, 179; barbitos, 123; 
phorminx, 142; kithara, 146, 
173, 174, 177; harps, 148-51 
passim, 154; mentioned in lit- 
erature, 169-70; lutes, 185. 
See also Pins, tuning 

Tympanon (framc drum), 91, 
154, 178, 179, 182 


Vasc paintings. See under in- 
strumenis, types of vase, and 
subjects of scenes by name 


Victory odes, 60, 68 


Washing Painter, 152, 153 

Wasps (Aristophanes), 62 

Wedding processions, scenes 
and kithara, 55, 56, 69, 
229117; and chelys-lyra, 82- 
83. 85, 87, 229017 

Weddings, 27, 30, 33, 38 

Wedding scenes, 171-78 passim, 
181, 182. See also Bridal 
scenes; Groom, pictures of; 
Wedding processions, scenes 
of 

Wedding songs, 10 

Women: and lyres, 3, 5, 219n5; 
and aulos, 5, 85, 86, 90, 115, 
117, 140, 141, 230n46, 
235n21; and kithara, 56, 58, 
171, 174, 226017, 241n39; 
and chelys-lyra, 82, 83, 87-92 
passim, 179, 202, 22917, 
231n73; and barbitos, 90, 
115-20 passim, 236n48; and 
phorminx, 139, 140, 141, 
238an4-5. 9; and harps, 147- 
54 passim, 184, 203, 
240nn88~89 

Works and Day's (Hesiod), 25 

Wrist slings. See Slings, wrist 


Xenophon, 141, 142, 149, 166, 
167 


Zeus, 56, 85, 225n14 
zugon, 6. See also Crossbars 


